AAS 


1 


i" 


P 
= 
g 


Stephen Thrower 


NIGHTMARE USA 
THE UNTOLD STORY OF THE EXPLOITATION INDEPENDENTS 


First published May 2007 
by FAB Press 


FAB Pross 
7 Farleigh 
Ramsden Road 
Godalming 
Surrey 
GUT 10E 
England, UK 


ww fabpross com. 


Text copyright © 2007 Stephen Thrower. 
The moral rights of the author have been asserted 


Edited and designed by Harvey Fenton, with thanks to Francis Brewster for production assistance. 


This Volume copyright © FAB Press 2007 
"Wodd Rights Reserved, 


No part of his book may be reproduced or transmitted in any form or by any means, electronic or mechanical, including photocopying. 
‘recording, or by any information storage and retrieval system, without the prior writen permission ofthe Publisher 


Copyright of fim з and promotional artwork is the property of the production or distribution companies concerned 
‘These Ilustrations are reproduced here in the spirit of publicity, and whilst every effort has been made to trace the copyright owners, 
‘he author and publishers apologise for any omissions and wil undertake to make any appropriate changes in future editions of hs book if necessary 


ACIP catalogue record for his book is available from the British Library. 
ISBN 1-903254-46-9 


Nightmare USA 


The Untold Story of the Exploitation Independents 


Stephen Thrower 


Tom Dalton, Daniel DiSomma, 
mon. Ellen Hayes, William Heick, 
еп, Sidney Ann Mackenzie, Douglas 
fed Newsom, Ar Pitt, Mare B. Ray, Steve 

Norman Thaddeus Vane, Robert Vosk 


contacts with the filmmakers, much gratitude is duc to: 
Medico, Mare Morris, Pete Tombs. 


pescgful working atmosphere at his farmhouse in South Wales: 
Family fori me stay at their beautiful home in Hastings. 


ACKNOWLEDGEMENTS П 
VISUALS 


‘Ths book коа have been а рген deal les fun to read without the generosity of those who responded to my request at www fübpress.com by offering stills, 
pressbooks, advertising materials, video covers and posters. 
"The author wishes to thank everyone who replied: 


in particular the following: 
‘Matt Blankner, Suzanne Donahue. Michael Gingold, Michael Greenwood, Eric Jenkins, Armin Junge, Wes Vance 


also many thanks to: 
Francis Brewster, Julian Grainger, David Gregory, Alan Jones, Mare Morris (The Mondo Erotico Archive) and. 
Harvey Fenton (The FAB Press Archive] 


and for their generous loan of personal materials: 
‘George Barry, James Bryan, David Durston, Joseph Ellison, Robert Endelson, Frederick Friedel, Fredric Hobbs, Chris Huntley, Don Jones, Gary Kent, 
Douglas McKeown, Tony Malanowski, Mark Sawicki, Robert Allen Schnitzer, Richard Stange, Norman Thaddeus Vane, Richard Wadsack. James Wilson 


All other images are from the author's collection. 


THIS BOOK IS DEDICATED TO OSSIAN BROWN 


IN MEMORY OF 
Tomi Barrett 
Bhaskar 
Robert Burns 
Don Dohler 


Roger Watkins 


Author's Preface. 9 
Section I: 


The Exploitation Independents 


The development and history of American exploitation films during their. 
heyday period of the 1970s and early 19805. п 


Section I 
Essays on Films and Filmmakers 


chil Dirty G: 
The Career of James Bryan 
+ ch.1 addendum: The Frozen 
Renee Harmon interviewed 


mes in Hollywood 


am Is a Clean Machine ..... 99 


ch2 Тһе Fiend from Prime-Time 105 
John Peyser on The Centerfold Girls 


ch3 Carolina on My Mind m 
The Films of Frederick Friedel 


ch4 It Came from New Jersey! 
Douglas McKeown on The Deadly Spawn 


chS Let's Play Nasty 147 
The Films of Don Jones 
ch.5 addendum: A Visit from Gary Kent 161 
chó Louisiana Sereamin* 165 


James L. Wilson and Richard Wadsack on 
Screams of a Winter Night 


ch7 — Satan Was an Acid. 175 
The Career of David Durston 
sidebar: The Devil Is a Dancer — 4 Tribute to Bhaskar 195 
«8 — Don't Make Me Do Anything Bad, Mother... —— 199 
Joseph Ellison on Dont Go in the House 
ch.9 If You Go Down in the Caves Today 215 


Mark Sawicki & Chris Huntley on the making of The Strangeness 


ch.10 The Vigilante of 42nd Street 
Robert Endelson on Fight for Your Life 
sidebar: Straw Weisman ~ Kane Creator 


ch] ‘The Living Dead at the AI-Night Mall 237 
Willard Huyck & Gloria Katz on the making of Messiah of Evil 
+ sidebar: Morgan Fisher on Messiah of Evil 239 


Hollywood After Dark 
The Films of John Hayes 


Nhat Really Happened to Tony Vorno's Victims? 


Daniel DiSomma on Victims 


Wat 
The Films of Tony Malanowski 


irst You Don't Succee 


Punished By the 
Mare В. Ray on Scream Bloody Murder 


Growing Pains 
John Ballard on the making of Friday the 13th: The Orphan 


ith contributions from Sidney Ann Mackenzie 


Blood Relations 
The Films of Ire & Wayne Berwick 


Mind Before Matter 
Robert Allen Schnitzer on The Premonition 


Spawn of Venice Beach 
Stephen Traxler on Slithis 


Beyond the Black Room 
The Films of Norman Thaddeus Vane 


Raising The Child. 
Robert Voskanian & Robert Dadashian 


Who's the Ghostest with the Mostest? 
The Films of Fredric Hobbs 


To Sleep, Perchance to Scream 


George Barry on Death Bed: The Bed That Eats 


Section Ш: 
Reviews 


118 American exploitation movies made between 1970 and 
ım The Alchemist to The Witch Who Came from the Sea. 


Section IV: 
Appendices and Index 


An Exploitation Independent Checklist: Horror, 1970-1985 


Bibliography 


Index 


ет THE CITY NEWS Б) 


Wal Nel [yv 


PYSCHOPATHIC KILLER 
ON THE LOOSE! 


езе uie ман? ESCAPES MENTAL HOSPITAL 
WOMEN JN AREA WARNED 


amen today were warned by 
"t doors and windows, and 


id the youth's mother that her > 
son needed stronger security, and 
more stringent treatment than his 


BULLETIN | ~" “з ivi m Ear pare a x ES А 


Albert Robertson, 21-year-old kik- 


tle disturbed" 
The escaped р) 


who ile Na car beya and Dd 
efi tai the victim sowed pori as youthful, 


cis ani quei wd affable personality 


hed been ordered 
X 


utes 


keeper had 


[ATTENDANT 


Author's Preface 


New. USA has changed shape many times 
since | began writing it, in 2001. 1 first intended, 
‘aively as it turned out, to compile a comprehensive 
guide to every non-studio horror film made in 
‘America between 1970 and 1985, complete with 
supporting interview material. 1 made lists, placed. 
asterisks next to favourites, Г planned an A-Z. 1 
imagined the ultimate encyclopaedia: the freakiest 
decade of the freakiest genre, an American Film 
Necronomicon 

‘Of course, the list grew longer. And longer. It was 
iss the studio pictures and the foreign co- 

1 суеп set a rule against the classics 
After all, was there really anything else to say about 
The Texas Chain Saw Massacre? Could the embers of 
Romero spit a few more sparks? Did The Evil Dead 
require a cheerleader? David Szulkin’s book “Wes 
Craven's Last House on the Left: The Making of a 
Cult Classic" left successive commentators with about 
as much hope as a victim of Weasel Padowski. So 
where to go for that sense of discovery? 

1 began by making telephone calls, writing letters 
and e-mails, note-taking, research, immersion in the 
minutiae, scouring through thirty years of documen- 
tation. | wanted a big, immersive project, and by God 
гга found one. It had a beckoning, alluring quality, 
the promise of untrodden snow, unsullied greenery, 
the swamps and the deserts of horror, the nameless 
‘gas stations and wrong turnings and ghost towns. 

What really took me by surprise, however, was 
the warmth and friendliness of the people with whom 
1 made contact, and their willingness to discuss their 
work. Everyone I've spoken to has been tirelessly 
patient, tolerating a veritable locust-storm of 
‘questions spread over four or five years. Even those 
swith whom I've enjoyed just a fleeting exchange of 
e-mails gave me frankness, thoughtfulness and wit. 

Nightmare USA would have been so much easier 
to complete if my initial pessimism had been borne 
эш | naively imagined 1 would reach maybe four out 
of ten of my targets: Instead, the strike rate was 
closer to 90%. My list of 250 films, to be covered in 
equal depth, was merely mad ambition. 1 felt like the 
Borges character who tried to map reality at a ratio of 
1-1. T had to concede defeat. А ‘map’ like Nightmare 
ESA cannot be the territory. 

For instance: Don Go in the Woods was one of 
say “must-cover’ horror favourites. Director James 
Bryan was known almost solely for a critically 
reviled rural slasher film which 1 happened to love. 
Perfect! The chance to rally to a cause, to hold forth 


productions 
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at length about why everyone else was wrong... who 
‘could resist? 1 knew nothing about Bryan except that 
he'd made an obscure vigilante movie a couple of 
years later, However, after interviewing Jim, and 
Seeing his earlier films (so obscure that back then 
they didn't even turn up on the Internet Movie 
Database), the idea that I might cover his career in 
5,000 words was simply absurd. Frankly, one could 
write a book — a pertinent and detailed and far- 
reaching book — about this one director. The chapter 
that follows on James Bryan is twenty thousand 
words long, and I'm pretty sure you'll agree it’s all 
meat and no fat, If one previously reviled video nasty 
could be the springboard for so much material, how 
the hell could I ever finish this book? 

In the name of sanity and for the sake of your 
back muscles, dear reader, I've divided Nightmare 
USA into two halves (see the last page for details of 
Volume 2), and still it's just about half of what could 
be done. If the book you're now holding is less 
‘comprehensive than 1 set out to write, it's also more 
detailed, wider-ranging (and better, 1 think): even if it 
docs trail а few loose threads. Nightmare USA, for all 
its size, is а beginning, not an end 

We'll be examining an era in which anything was 
possible, when the horror genre became unshackled 
by convention, The anticipation of success, though 
devoutly to be wished, was not a tourniquet to 
invention. Through a combination of eccentricity, 
amateur inspiration and wild guesswork, these films, 
by filmmakers I call ‘the Exploitation Independents’, 
achieve a strangeness and variety and imaginativeness 
to which Hollywood horror films rarely aspire. In the 
museum of film history, the Exploitation. 
Independents are shades and hants and interlopers, 
tripping alarms and disappearing, too free to be boxed 
and evaluated by the mainstream of film criticism. 

Why 1970-19852 Well even I'm not crazy enough 
to attempt 1930-2006 - although a bit of me feels 
guilty for not doing so, Essentially, the period I've 
‘chosen tallies with a trend in the movies 1 love, 
towards greater visceral extremes and a greater 
flexibility of form. Before 1970 there were only a few 
films that would match the extremes of the 1970s. 
And after 1985, the genre diminished and receded, 
renouncing its confrontational power under pressure 
from the majors and the MPAA. If there's a book to 
be written about indie horror after 1985, 1 look 
forward to reading it, not writing it, 


‘Stephen Thrower, London, Spring 2007 
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Section 1 
introduction 


The Exploitation 
Independents 


е 1970s were fertile years for American cinema. 

Directors like Bob Rafelson, Brian De Palma, Robert 
Altman, Francis Ford Coppola, Martin Scorsese and 
Woody Allen were at the height of their powers, with 
movies such as Five Easy Pieces (1970), Sisters (1973), 
Nashville (1975), The Conversation (1974), Taxi Driver 
(1976), and Annie Hall (1977) redefining Am 
cinema. Low-budget horror films too were developing in a 
vivid parallel world: Wes Craven's The Last House on the 
Left (1972), Tobe Hooper's The Texas Chain Saw Massacre 
(1974) and George Romero's Martin (1976) were bold, 
idiosyncratic works by hugely talented directors, with 
energy, imagination, and a confrontational approach to their 
subject matter, while John Carpenter's Halloween (1978) 
and Romero's Dawn of the Dead (1978) were as polished, 
dynamic and technically innovative as anything 0 
could offer. 

And then the 
exploitation arena, where some of the wild 
shocking films imaginable proliferated, unchecked by 

ood taste Horror, an 
evergreen exploitation genre, enjoyed а surge in 
production, and as distributors 
inst television and the major studios, the 


e was the subterranean film industry the 


and most 


censorship or the dictates of ^ 


rove to maintain their 
business edge ag 
race was on to be more extreme, more shocking, more 
bizarre. Advances were also being made in film style: 
of the strangest midnight blooms of the horror genre 


emerged in the 1970s, and the equally fertile soil of the 
early 1980s, A multitude of creative individuals took the 
opportunity offered by independent producers to explore 
their own obsessions, advance their personal vision, and. 
make money. As long as the films were startling enough to 
support an exploitation hard sell, the filmmaker could 
expect the sort of writing, casting and directing freedom. 


many а Hollywood director would sell his own 
andmother to possess. 
Before we get carried away, it is of course worth 
admitting that the exploitation industry of the 1970s also 


sve us some of the slowest, silliest, most hopelessly Шер 
celluloid swarf ever to run thro 

examples are hilarious, others are just dull beyond belief 
what matters is that faken rogether, both good and bad 
constitute an alternative, parallel cinema, wher 


а projector. Some 


big money 
or the lack of it was no obstacle. Just as а sumptuous, 
expensive film made by a talented director can sometimes 
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tank ignominiously, so too a cheap, threadbare movie made 
by an amateur can transcend its limitations, touching some 
part of us beyond the reach of the merely proficient. There 
эге exploitation films of real class, and others of awesome 

ineptitude: nevertheless, even the 

achieve a kind of insane apotheosis. 
thousands of low-bud 

the 1930s is compulsive for this very reason. 


Searching through the 
exploitation pictures made since 


rs after 
‘one has seen the major contenders, the Texas Chain Saw 
Massacres and Halloweens, one can still discover 
unexpected marvels: maybe whole films, like Victims 
(Daniel DiSomma, 1977) or Death Bed (George Barry 
1977); or maybe just amazing scenes or images, in movies 
largely unremark 


lupon before. In the attics and cellars of 
American cinema, under its floorboards, behind the 
weighty furniture and between the layers of linoleum, 
strange cine-life forms stil 

passion for the obscure gives you the mien of a deranged 
entomologist, holding aloft а weird insect and trying to 
convince others of its beauty while they wrinkle their noses 
in distaste, well. that's obsession: it's not for everybody 


А and if sometimes your 
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rte пов marke. 
remedy ык 


by дыл лу 
© е erirenty opatabe 
[Drink Your Blood (rra ted Phobia 


So, what exactly are exploitation films? Put simply 


they are independently made now studi ins pred 
either: s) to exploit the financial possibilities oa popular 
genre; b) to respond quickly o centres i 

-taisted siblings, he piggy- а 

Ere оте QE E EE E 


sis boy ft term ‘exploitation’ thus refers primarily to the intention to 
most menarane ‘exploit’ audience interest in а topic (or, in mainstream 
позво histo terms, Чо meet demand") In essence there is lit 
difference here between the business practices of the 
exploitation film industry and the majors. The studios may 
have indulged the occasional star director with an offbeat 
personal project (Paramount allowing Hitchcock to make 
Vertigo in 1958), or polished their artistic credibility by 
bankrolling a project by a visiting European art-house 
maestro (Antonioni, courted by MGM to make Zabriskie 
Point in 1970), but they generally wanted a ready audience 
for their output. Where exploitation filmmakers, producers 


and distributors differed was in their willingness to strip 
away all but the most essential elements from a pack: 
hype the selling points with shameless hyperbole, and then 
produce as many variants as possible, quickly and cheaply, 
to maximise financial reward while audience demand was 
still fresh, Unlike Hollywood films, with their large crews, 
astronomical star wages, and temperamental directors, ar 
‘exploitation film could be hurried from script to screen in 
just three ог four months, with another on the way soon 


afier. The results might lack the airs and graces of a Aigi 
Society (МОМ, 1956) ога Breakfast at Tifany s 
(Paramount, 1961) but at their best they possessed a rude 
rey and vitality capable of upstaging major product Tbe 
word "exploitation" is therefore merely a synonym for 


‘giving the people what they want’; a time-honoured cred 
for business. 
To some, the word “exploitation” carries х 


connotations, especially in the wake of feminism and its 
influence on film criticism. An "exploitation film can 
sound somehow sinister, as if the cast and crew are being 
exploited by immoral working practises, or worse... Gives 
the exploitation industry's love of nudity and sexual 
extremes, the word inevitably echoes with concems abo 
the exploitation of women, This however is an ancillary 
connotation, and not part of the term's original meaning 
Besides, women we 
exploitation on a Hollywood easting co 
backroom of an independent film hustler: It's tempting 
seek a different label, and exploitation's small business 
roots and ad-hoc distribution arrangements have often 
suggested the term “Independent a 
However, the word "Independent, or Indie" has come t 
uit different in the last fifteen y 
referring instead to the work of mainstream auteurs like 
Steven Soderbergh and The Coen Brothers, so instead 1 
Will ase the expanded term "Exploitation Independents 
represent the filmmakers, producers and distributors 
covered here. 

The 1970s saw a period of intense development in 
ambition and extremity of the exploitation film, Селк 
was relaxed and the gate to excess thrown wide open 
Massively popular in drive-ins and urban hardtop 
exploitation movies — in и the exploitation genre 
par excellence, horror — offered a vibrant and varied 
alternative to the mainstream of American cinema. Luridiy 
titled wonders like The Headless Eyes (Kent Bateman, 
1971), 1 Drink Your Blood (David Durston, 1971), Scream 
Bloody Murder (Marc B. Ray, 1972) and Hitch Hike To 
Hell (re Berwick, 1977) wer 
phenomenon, from Texas and Ilinois to the grindhouses of 
New York and Los Angeles. Frequently offered to 
audiences in double or even triple bills, low-budget horror 
аз at last in step with the hyperbole of the poster-writes 
for decades, horror film ads had been promising ‘An 
Unbelievable Orgy of Terr! and for decades audiences 
had been trooping off home after seeing the movie, 
passably entertained but somewhat unfulfilled. As 
exploitation entrepreneur David Friedman once put it. the 
early exploitation market offered viewers “lhe sizzle 
without the steak”. The person being exploited was the 
‘mark’, the gullible audience member sucked in by 
‘Coming Attractions тоо shocking to 
be described in this trailer” It was only really in the 1960s 
and 19705 that exploitation films stopped teasing and. 
delivered on those dangled promises. The technical aspects 
could be crude, to say the least, but when it came to the 


at least as likely to experience 


fh as in the smoky 


mean somethi 


where, a cross-country 


tbe matter, you frequently got it all — the sizzle and 
the steak, 

Comin 
movies that bred horror with something not unlike the 


at the horror genre from a different angle were 


stranger reaches of European art cinema, In this realm we 
encounter poetic chillers like Lets Scare Jessica To Death 
(ohn Hancock, 1971); Lemora: А Child's Tale of the 

Supernatural (Richard Blackburn, 1973); Messiah of Evil 
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(Willard Huyck and Gloria Katz, 1973); The Premonition 
(Robert Allen Schnitzer, 1975); The Witch Who Came from 
the Sea (Matt Cimber, 1976): and Friday the 13th: The 
(Orphan (John Ballard, 1977) — films that take a dreamy, 
impressionistic approach to he genre. Implicit in horror is 
the erosion of boundaries, be they physical, psychological 
aphysical, and this allows filmmakers a license, 
‘unique in commercial genre cinema, to employ stylistic 
effets that would normally reside in avant-garde or ‘art 
cinema’ settings. In some cases, such as the extraordinary 
Alabama Ghost (Fredric Hobbs, 1973), these ellipses and 
stylistic flourishes were employed del 
they resulted from lack of money, lack of conventional 
skill, or sheer mutant waywardness. Som 
xautful, haunting movies like Axe (Frederick Friedel, 
1974) or delirious nightmares like the under-rated Death 
Trap (Tobe Hooper, 1976), a combination of accident and 
tistic ambition played a рап. To the startled viewer, 


beratly; in others 


though, it scarcely matters: the effect is frequently the same 
whether intentional of not. One can feel a powerful sense 

ıd disorientation oozing from the frankly 
insane Frozen Scream (Frank Roach and Renee Harmon, 
1981) that rivals anything achieved by more self-conscious 
means. As the 


arch for shocks morphs into weirdness 


an end in itself, horror takes on a hallucinatory quality that 
leaves the viewer agape: Malatesta’ Carnival of Blood 
(Christopher Speeth, 1973) and BoandingHouse (John 
‘Wintergate, 1982) are among the most extraordinary 
examples, while The Last Howse on Dead End Street 

Roger Watkins, 1977) goes furthest of all, combining 


mind-bruising violence, drug-soaked delirium, and — to cap. 
i all - genuine artistic self-awareness. 
The USA boasts an incredible wealth of geographical. 


and cultural variety — from the baking-hot alien landscapes 
of Death Valley to the sweltering marshlands of Louisiana, 
from the synthetic overload of Las Vegas to the old world 
m produc 
tions sprang up in all manner of such unlikely locations, 


elegance of New Orleans 


and low-budget fi 


giving us glimpses into small towns and rural comers 
nored by the majors, The impetus for these 
regional productions varied: they could be the result of a 


local entrepreneur venturing to fulfil а life-long dream of 
studios dedicated to local production. The hot-spots for 
webudget exploitation in the seventies and early eighties 
were still chiefly New York and Los An 
icant movie-makers emerged from Miami, Florida (Harry 
Kerwin, William Grefé); Pittsburgh, Pennsylvania (Georg 
Romero, Christopher Speeth); Dallas, Texas (S.F, 
ownrigg, Larry Buchanan); Texarkana, Texas (Charles В. 
Pierce) Shreveport, Louisiana (Joy Houck Jr, James 
Wilson); New Orleans, Louisiana (Jack Weis), Louisville, 
Kentucky (William Girdler}; Gleason, Wisconsin (Bill 
Rebane); Baltimore, Maryland (Don Dohler, Tony 
Malanowski); and the North Carolina towns of Shelby 
Earl Owensby, Worth Kester) and Charlotte (Pat Patterson, 
sderick Friedel). As time went by, some of these 
makers headed off for California or New York to 
pursue their goals in the industry, others took one spin of 


king, or they could spring from thriving mini 


»ulete wheel before retiring, fingers bumed after 


being defrauded by distributors, or simply losing their shirt 
a film that filed to appeal to an audience 
‘Such small film production was scattered widely across 
the United States, adding immensely to the richness of the 
id. In Hollywood, film is planned, shaped. 


jloitation Independents 


cultivated, harvested: it's a garden for the medium, with ай 
"he strict control that implies. Exploitation films are more 
like the uncultivated countryside of the American film 
landscape, where weeds and wild flowers alike grow more 
freely. The Exploitation Independents contributed 
something of real value to American cinema: choice 
‘variety, ‘cultural plurality if you will. From the 1930s to 
the mid- 1990s, low-budget exploitation pictures provided а 
vital alternative to the prestige productions of the majors. 


They made good money for cinema owners and drive-in 


chains, thrived in urban and rural locations alike, and 
ponded rapidly to current youth trends and issues. 
Unlike the majors, who were always looking over th 
shoulders at the gossip mags or mainstream press, or 
worrying about the absurd demands of the Hays Code, 

exploitation moviemakers could badger away at the limits 


of what was legally allowed onscreen; and since most 


s disdained to review them, much 


of what went on in the wilder world of exploitation films 
passed by without nationwide howls of outrage (of the sort 
that eventually put paid to the horror genre's development 
in the early 1980s when the majors began taking an interest 
in the ‘slasher film’ subgenre). An alternative history of 
American cinema can be mapped through a study of these 
ephemeral products, and as the modem American film. 
industry regresses to the monolithic form of its early days, 
it's а breath of fresh air to experience the products of a. 
freer, less mediated film environment. Although the claims 
to be made for individual exploitation pictures must not be 
overstated, their great value was in decentring the film 
industry, providing variance, aesthetic and topical; offering 
pleasures above and beyond the more conservative major. 
products; and even suggesting to the viewer that the 


towns, their friends and acquaintances, could partake in the 

dream-structure of America. They provided balance ap 

the feeling that cultural power in cinema was located 

entirely in Hollywood, and encouraged optimism and 
the medium at а local level. For these 

as well as for the sheer pl 


engagement 


reasons sure of the films 


themselves 
detailed examination. 


the Exploitation Independents are worthy of 
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‘The Roots of Exploitation, and The Godfather of Gore 


Tbe traditions of carnival or “camy” trading were a key 
factor in the development of exploitation cinema, 
Influential producer-director David Friedman, for instance 
was а huckster who brought to the movie business all the 
skills he'd leamed in the roadshow trade. Of course, 
camivals often promised you marvels, only to leave you 
with a deflated beachball, food poisoning, and a dead 
goldfish in a bag of tap-water. Is no surprise that horror 
films should have been one of the favourite products of the 
exploitation entrepreneurs: persuading an audience to 
queue up for the "shriekingest ghastiest thrill of your lei" 
fore offloading а duff Larry Buchanan film was not 
unlike shoving you into a tawdry tunnel of fake bats and 
cardboard witches masquerading as a ghost train ride 

Ви, even in ће early days, exploitation films 
‘occasionally delivered. just as the sideshows occasionally 
featured a real two-headed calf, ога genuine human oddity 
strange enough to send you home unsettled and subdued. In 
the 1940s it was the unscrupulous producer distributor 
Kroger Babb who, with director William Beaudine, first 
delivered a movie that really did startle the audience. The 
otherwise inane educational film Mom and Dad (1948) 
featured footage shot at a real human birth, triggering 
‘stunned reactions all the more powerful for having been 
preceded by the expectation of erotica. The film was 
marketed to suggest that here was the chance to see а 
woman expose herself to scrutiny ofthe most intimate kind 

‘only to deliver the distended vaginal contortions, 
rupturing membranes and escaping fluids of the birth 
process, 

Babb was а major influence on the wily Friedman, who 
worked with him for a while and realised that it was 
possible to make а profit by showir ‘of what 
people wanted. As he said, "The whole secret to 
exploitation and our successful itle racket was the camival 
tease: Boy, we didn’t see it this week, but next week 
they're really going to show it to us." But it was when a 

ей Herschell Gordon Lewis entered the picture that 
Friedman's place in exploitation film legend was assured 


Lewis first came to Friedman's attention in 1960 when 
he marched into the Chicago office of Modem Film 
Distributors, Friedman's company, and said he needed 
‘money to make his first feature. Friedman and Lewis got to 
talking and discovered they were very much of a mind 
about the industry. Their first collaboration was as 
producers of The Prime Time (1960), a mildly titillating 
romp directed by Gordon Weisenborn, which offered 
fleeting glimpses of female flesh to ape the *nudie-cutie' 
style of Russ Meyer's The Immoral Mr: Teas (1959). The 
nudie cuties were tame fare, offering mere tinges of 
toplessness and glimpses of quivering bottoms, padded out 
with light unsophisticated comedy. Lewis immediately 
upped the stakes by directing Living Venus (1961), а 
slightly more risqué nudie-cutie than Weisenborr's film, 
following it with a sex comedy, The Adventures of Lucky 
Pierre (1961), and a string of nudis films, including 
Daughter of the Sun (1962), Nature S Playmates (19 
a parody of the nudie industry called Boin-n-g (1963), 

‘With qualifications for teaching High School English, 
Lewis was a smart, ambitious guy; smart enough to know 
that if he was going to advance beyond the limits of the 
mudics he had to do something that would stop the audience 
in their tracks. In an increasingly crowded market he 
needed something new to set his work apart from both 
major studios and other exploitation purveyors. Despite 

noderate financial success peddling smut, Lewis was 
growing restless with the rather dull material and looking 
for alternatives. Fully explicit sex was still a complete no 
no, so it had to be something else. 

That something was gore. It occurred to Lewis and 
Friedman that although violence and death were staples of 
the cinema, no one ever showed the grisly details — instead 
the camera always flinched, the picture always faded to 
black, There was a taboo against showing the tom, 
mangled and twisted flesh of bleeding screaming victims. 
As soon аз this taboo was remarked upon, the two men set 
about violating it 

Lewis directed his first gore film, Blood Feast, in 1963, 
and from the very start he knew he was onto a winner: “We 
opened the film at a drive-in in Peoria, feeling that if we 
dropped dead in Peoria no one would know. The film 
opened on a Friday. Saturday we couldn't stand it any 
longer, and we drove down to Peoria. Even though there 
was a major fair in town, theater traffic was backed up so 
far the State Police were directing it. We were still about a 
quarter mile from the theater when I turned to Dave, held 
out my hand, and said, “1 guess we've stated something.” 

If there's a fertilizing moment in the Cinema of Bad 
Taste, it's Blood Feast. Made for $24,000, it transcended its 
niche to become a runaway drive-in hit of the early sixties. 
Its importance to the horror genre in particular cannot be 
overestimated. Blood Feast was the first horror film not 
only to shock its viewers, but also to wilfully revolt them. 
When it comes to Bad Taste, H.G. Lewis is the Daddy, to 
whom even John Waters genuflects. Not all of the films 
covered here in Nightmare USA embrace Lewis's liberating 
vulgarity, but there's no doubt that the modem horror film 
‘owes a chromosome to this man, one that can be seen 
today in the bloodline of everything from Friday the 13th 
(1980) to Hostel (2006), 

Blood Feast is so crude and simplistic hat сап seem 
positively avuntgande today, with its wonky music and 
bold primary colour backgrounds lit so flatly you'd think a 
comic-strip page was pressing itself onthe lens. Blocky, 


and 
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stilted editing pattems thwart the usual flow of visual 
information, and close-ups are so startlingly graceless it's 
worth coining a new technical term to prevent Gloria. 
Swanson spinning in her grave. Gruesome murders are 
presented with blunt defiance, or the obstreperous relish of 
a child showin, 


a mouthful of chewed-up food. This is 
seful 
ildishness that amuses or offends, as much 


where the film really lives, and it's the feeling of 


pathological cı 
asthe 
an's tongue (a foot-long mass of cranberry coloured 
хау being ripped from her 


ire itself, Lewis treated audiences to the sig 


exa south, while another victim 
has het leg cut off at the knee. The piace de résistance, a 
tabletop evisceration, achieves a Grand Guignol tableau 


that’s simultaneously repulsive and astounding. Certainly. 


audiences in 1963 had Seen nothing remotely like it before. 


Disgusting? Of course. Misogynous? Debatable. 
There's hilarity in all this butcher shop mayhem, and to be 

sd is to play straight man to Lewis's wind-up. Blood 
Feasts exuberant eruptions of 


funny as they are 


ng. like something from a cheap-and-nasty carnival 


act, and the film's villain, “eaterer’ Fuad Ramses, is as 


bizarrely emphatic as a circus clown. Let go of the need to 
disapprove, and the score for horn and kettedrums alone is 
so leadenly foreboding it can only raise a smile. 

Despite all these things, Blood Feast is more than just a 
cluster of "bad fim signifiers. It has power because of, not 
despite, its amateur elements. There's no need to coddle 
Lewis, as some movie buffs do Edward D. Wood ~ Blood 
Feast does not ery out for the pity of an indulgent 
audience, Lewis will never need some future Tim Burton to 
cheerlead his oeme. Implicit in Blood Feast, and explicit 
in Lewis's later films, is a feeling that we're being played, 
like fish by an angler; that the filmmaker is having a laug 

pense of anyone unprepared for his butcher-shop 


Lewis followed Blood Feast with another violent sag 
ivo Thousand Maniacs! (1964). From its hyperbolic title 
wards we're tipped off to the presence of a showman, 


Two Thousand Maniacs! was one of Lewis's most plausible 


lms, with fair acting and a story of some originality (the 


musical Brigadoon excepted) to bolster the bouts of 
violence. The gore wasn’t quite as disgusting as that of 
4 Feast, but still t must have sent many a wobbly 

need drive-in patron out of his car to “call Ralph’. Take 
the film's first eruption of mayhem: durin 


a countryside 
girl's thumb 
back into town for dismem- 


зум, а grinning hick suddenly se 
fore drag 
berment by a gloating cadre of good ole boys. The scene 
has impact, not only for what you see (the thumb slicing, 
and a girl’ limbs hacked off by an axe) but because of the 
‘onscreen duration 


she the horror is drawn out, with the 


victim transferred from one location to another for further 
abuse. Amid the carnage, the gleeful performances of the 
killers add a tinge of aggressive absurdity. Audiences 
accustomed to short bursts of implied violence were having 


heir faces rubbed in something quite different. 
The energy diminished somewhat for the third in 
Color Me Blood Red (1965), a film 
nngs of artistic self-consciousness in 
ion of a painter who discovers that the perfect 
shade of red needed for his work is human blood. But а 
splitting from producer David Friedman and directing а 


Lewis's "Gore Trilogy 
that shows the be 


few non-horror items, Lewis bounced back with even 
grislier films: chiefly The Gruesome Twosome (1967), The 
in of Gore (1970) and The Gore Gore Girls (1972). As 
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the titles suggest, they bring a rough, satirical humour to 
the table, along with even more of the red stuff, The 
Gruesome Twosome sees 


е start of Lewis's decadent 
period = don't laugh! ~ as the set-up is relentlessly satirized 
and no one behind or in front of the camera takes the 
horror seriously. That said, the visceral shocks are as potent 
эз ever. Quite what an unsuspecting 19605 audience made 
of these simultaneously gross and unconvincing scalp- 


harades is anyone's guess. The killer is а poorly 
acted retard cooed over by his equally deranged mother, 
and the threadbare plotting is sarcastically endowed with 
several minutes of blatant padding, as in the op 
(added to bring the running time up to spec’) in which two 
Styrofoam heads swap small-talk in the window of a 
downtown wig shop. 

The Wizard of Gore is simultaneously the strangest and 
the slowest of Lewis's movies: jaw-droppingly ghastly, 
bizarrely inventive, but infuritingly repetitious. Telling the 


4) THOUSAND 
MANIACS! 


‘A sting Yanko (noy ора 
that boing ей of honour па Cor 
curru свв sri i's cack 
lo bein Two Thousand Maniacs! 
Lows rp ton fotow- 


t Blood Feast 


“Two Thousand Manas! 


ogra us 
Fund Ramses (Mal Arlt) v 

woman teo 3000 

С 

More ngrodients, as Fuad prepares 

fara Playboy сене (wel, изо 

heroine Cone Mason, aya 
pieces o! Sandra S 


WORD FOR IT! 


1 
E 


T 
turn to reality after the show is 


story ога ва 


rer, it establishes a high 


watermark for exploitation film weirdness that would not 
be challenged until Doris Wishman birthed Nig 


Dismember in 1983, Lewis an ambitio 


Tilusion versus Reality; the ideas are audacious, although 


his narrative skills are, if anything, mor ive and 
painfully amateur than ever. Neverthele 
depicts reality as contradictory and mut 
the principle 


fMagrantly violated, author and Lewis exper 


‘cause-and-effect is dk 


however facctiousy, a kinship 
between Wizard and 


ork of Sicilian novelist an 


dramatist Luigi Pirandello! Finally Girls 


tion) plays like a macabre comedy, with 


Lewis slapping on perhaps the most extreme, extraordinary 


violence of his career, Indeed, the man himself felt that 
i with The G 


which gained an X' certificate in M 


he'd done as much as he co 


irt of the Living Dead - олуга UK distinction at the time for a no 


o directing until tempted by cash to make the 
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Romero, and the Modern Horror Pantheon. 


American. 
began in 1968 with George 
Dead. ln truth it was Herschell Gordon Lew 
progenitor of graphic Ameri or, but 
added was exceptional fi 

and 


(Lewis, as interviews have shown, 


хоз Nigh 


his films are not the best vehicles to 


asto lysed, 


covered, colorized, 
ший it's almost im 


regain a sense of what really changed when 


initially exposed to it, W 


that Romero brought a new urgency to the 
xd when his zombies 


at left even the 


Something chan 


into film histor 


sadism of H.G. Lewis behind. 
Night af the Living D 
point, а class act es 


idis without doubt 


just a simple Pennsylvania busi 


was initially condemned, mocked, sneered at and 
for all manner of negative effects on its poor audi 


now well-established position of respect can be eves 


obscuring than the fury of those early attacks. On 
todo 


First things you ha thinking of i 


perfect. It has a sis 


reputation as the film that brought veri 
horror 


are. It's almost as talky as that other 


Fiend only springs to life for its hokey but exciting с 


and white monster movie, Fiend Without a Fa 


Night of 


Living Dead kicks off as a true ni 


ıe-heavy stodge in the middle, then 


back into di 


for the audi 


Romero's debut brought a chilling seedin 
genre. a shabbi 


of cast and mise-en-scène. As for the 
grubby blue-collar apocaly 
the flotsam and jetsam of the 


terribly plausible gaucheness, The zombies were 
horrible because they wanted to eat you — it was the 


they embodied an irtedeemable abjection as the: 
athetic, mangled figures weren't the snar 


of folklore, werewolves or vampires red in tooth an 


e vitality in their eye 
over scraps of human flesh, they possessed non 
the wild. You find you 


with the gleam 


underclothes, stur 
pasty and plump 
bodraggled. Their actions are not the expression of 
less compulsi 
The performers, non-actors conscripted from the local 


around on a chilly November ni 


revolutionary aggression — just a sad, li 


community = shopkeepers, businessmen, housewives 
like the unchosen hordes who fail auditions for talent 
shows, trailing around in their ‘model's own’ costumes: 
Romero gave us an invasion of t 


quotidian: we wen 
A 


ghouls, you and 


ur families, our neighbou 


compulsion, as if we'd tumed on the hallway lig 
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a favourite but now senile Aunt on the kitchen floor, eating 
eal food in her nightie, eyes glazed and confused. Horror 
was mixed with a confusing pathos. 

Then there was Barbara, whose failure to adjust to the 
film's nightmarish reality marked a defining shift from the 
sophisticated heroines or spirited sereamers of Lewton and 
Hammer. The dismaying honesty of her characterisation 


said, “Who are you kidding? What makes you think you'd 
cope with this level of horror? The screams and swoons of 
Universal or Hamme 


st men got to hearing the female orgasm onsereen 
before the days of sexual liberation. Barbara isn't part of 
tiling: it's scary and allo 
e first zombie attack, she 


believable. As survivor of 


becomes audience surrogate for the first rel, pulling us 


deeper into the story as she runs across open countryside 


attempts о fetch help at a decrepit old farmhouse. This 


rogacy is then challenged by her collapse into discon 

nection, Some viewers can't take this tum of events: “Pull 
ir you silly bitch!” is not an unusual audience 

response, Romero shows how we hate to believe that events 


might be ‘too much’ for us. Barbara's collapse into near 


nia, her pathetic lin 


i the fringes of normality 


dling with a piece of fabric ete), even her belated effort 
rejoin the group by ineptly barricading the door, all 
fend the audience's wish to experience a sense of control 
For me, the ironic finale in which Barbara falls into the 
nds of her undead brother just as she's begun о fight 


Night of the Living Dead said that things were nor going 

tum out alright. The hero was not in control of events, 

х people did not have а right to live, love didn't conquer. 
the family was not a sanctuary. Even the monsters 

n't ‘evil, so there was no consoling moral dimension 

reat wasn’t Communism ог Fascism, It was too close 
defined as an “other” of some sort. Instead of an 

my inthe clear and righteous sense, a depersonalized 


y roamed the Earth in a sot of eproachful 


ation. As such, the film presents ап irresistible 


bolic enticement for critics and theorists. American 

рез upheavals of the sixties, such as the Kent State anti- 
‘demonstrations, the Kennedy assassination and the 

Rights movement, have all been cited as catalysts for 


Romero's film. Fruitful connections can indeed be made, 


beware = in ош desire to make grand narratives of 
story and culture, we can often accept high-minded 

pel. Romero himself has been cautious on 
ss sort of cor 


We were dain 


aventions, and we weren't adverse [sc] to shattering 
ventions because we wanted to give our film every 


we could to attract 


tention." Beyond cinematic 


ions and the etiquette of screen horror, though, 
is more guarded: “It was 1968, man. Everybody 
Maybe it crept in. 1 was just making a 


film, and 1 think the anger and the attitude and all 
J think that 
and true to people, it 


here is just there because it was 1968 [ 


possible for them t 


ave the inle kinds of 


and feelings and rationales that they call hidden 
7 


statements" and whatever 
cans d' 


certain age may share а social 


that dovetails with theories seeing modem 
sme of the political upheavals of the 1960s, But 
= ave made sense to viewers all over the world, 
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regardless of social comest, which would su 


something broader and deeper is at play, The social-response 
thesis (as expanded upon in 2000 by Adam Simon's 
documentary The American Nightmare) smacks of a middle- 
aged grasp for respectability by those uncomfortable with 
the 
qualities of the genre, British audiences didn't respond to 


istic, sadistic, masochistic and sensationalist 


Night of the Living Dead because their sons were coming 
home from a war in body bags. Nor did they feel stirred by 
The Texas Chain Saw Massacre in the mid-seventies 

of anxiety about the US fuel 
hunisation of agriculture. 
worldwide react to the syntax and rhythm of these movies 


their kinetic and auditory power, their grasp of nightmare 


because of sympathetic twing 


logie and the embodiment of primal fears about bad рі 


and bad people. You no more need political and social 
context to read’ them than a lover of Grimm's fairytales 
needs to bone up on 19th Century German forestry practices 


The Texas Chain Saw Mass 
‘Spanish, La matanza de Teras 


suene move nigh 


sh ideo byes in 
((—1 


рау he eponymous 
js supremely nasty 


¥ Сои of he Dead, Geor 
—— 


Romero 


logon. which 
the sholomess of be 


Ege tacks his former ends 
ved resul of being 
sumer paradise 


Critical Responses to Exploitation Cinema 


critical opinion in the 1970s would have insisted 
that horror films, ‘mere exploitation", were certainly nor to 
be ranked alongside the mavericks and masters of the New 


of the Dead (which, unlike Night of the Living Dead, has a 
conscious, deliberate and deeply pessimistic poli 
dimension) was just as likely to be dismissed as revolting 
garbage as it was to be admired for its bleak social satire 
and self-consciously cartoonish spect 
has changed the 

result of two factors - c 
ind (perhaps more tellingly) the subsequent 
astream careers of the filmmakers concemed — many of 
the most high profile Exploitation Independents are now 
safely ensconced in a critical film discourse that r 


vognises 
the value of their work as "texts 

It's uncontroversial to suggest that styles and tastes 
change over time; the horror genre, alongside comedy, has 
Jong been a good barometer for mapping the way in which. 
social taboos and boundaries shift, dissolve and reform. But 
yest that the subsequent career of a 
filmmaker plays a part in redefining attitudes to their earlier 
‘output? The answer lies in the auteur theory, а commonly 
adopted theoretical viewpoint in which privile 
the perceived author of a work; usually the director. 

There is much to be said for the auteur approach. 
Prominent voices in the hortor genre such as George 
Romero or David Cronenberg are writer-director, justly 
brated for their authoria signature, their ‘auteur consis- 
tency”. But there's a drawback: before such value 
judgements can be made, the auteur theory requires 


what does it mean to su 


‘multiple films by the same director - preferably more than 
two аз a sanction for serious consideration, and a 
safeguard against the ultimate critical crime: reading too 
much ito a single film, The auteurist approach, with its 
concer for sustained artistic signatures, has obvious 
deficiencies when assessing “one-off” films made by 


‘unknown director, Few theorists even now would admit 
individual exploitation films into serious consideration 
without the imprimatur of previous critical recognition. 
Such films have generally been disregarded in overviews of 
American cinema because they make risky subjects for 
Jearned theses. If lightning can be shown to have struck 
twice, theorists feel they can safely start looking for the 
"hand of God’ ie, the auteur. 

Specialis or fan publications have more diligently 


scrutinised the exploitation arena, and admittedly, in the 
last five or six years, an increasing number of academic 
writers address it too, but to illustrate the blind-spot in 
wider film discourse it's worth looking briefly at two book: 
which act as bridging points for film students entering 
academic study: The Cinema Book, by Pam Cook and 
Micke Bernink; and Film Art, by David Bordwell and 
Kristin Thompson. Although admirably wide-ranging in 
almost every other respect, neither volume grants 
exploitation due credit as а distinct cinematic force: тес 
the category is barely acknowledged. In The Cinema Book 
а chapter called “Alternatives to Classic Hollywood” lists 
the following: ‘Early Cinema after Brighton’; New 
Hollywood’; ‘Art Cinema"; ‘East Asian Cinema’ 
Garde and Counter-Cinema'; "Third World and 
Postcolonial Cinema’; and “Hindi Cinema’. In Film Art, 
exploitation movies are referred to in just three paragraphs 
Gn a book of over five hundred pages): by comparison. 
Experimental Film (another form in which individual effort 
is spread widely over the whole USA) receives scrutiny 
over seventeen pages. Considering cultural reach alone, the 
imbalance is regrettable 

The oversight is almost certainly due to a combination 
of factors: the perceived lowbrow nature of exploitation, i 
ephemeral, decentralized nature (lots of one-off films, м 
many different writers and directors), and its reliance on 
genre. When general film reference works dip into 
exploitation cinema it's nearly always to mention Sam 
Arkoff's American Intemational Pictures (AIP) or Ro 
Corman Productions; two solid mini-major set-ups whose 


Avant 


exploitation movies account for just a fraction of those 
produced. Corman and AIP have also been reasonably well 


documented because several alumni of the two (such as 


Coppola and Scorsese) went on to mainstream careers, thus 
l-bed" from which the 
(Corman's own career as director of such cl 
The Masque of the Red Death and The Tomb of Lige 
doubt helped as well.) Sometimes an iconic figure from the 
margins of exploitation, David Cronenberg or a Wes 
Craven, is raised on the shoulders of critical recognition 
especially if their work fits neatly with tl 
trends of the day. Suddenly the artist metamorphoses fr 
exploitation pariah to maverick hero: which is fine, except 
that their films are then admitted to а “charmed cin 
critical celebration at the expense of legions of oth 
ignored at the periphery. It's not the purpose of this book $ 
dismiss the value of established auteurs: jus believe that 
critics should extend to interesting strangers the same 
‘courtesy they offer familiar faces. And besides, the 
‘charmed circle" of critical acceptance is itself a problem 
‘can become a petrified forest in which vital ta 
frozen mid-step. Such is the fate of the Italian director 


drawing attention to the * 
assic films as 


Dario Argento, a true maverick of the horror genre whose 


work became mired in sterile self-consciousness some tin 
in the early 1990s: suspiciously enough, after he became 
the subject of serious study 
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Drive-In Massacres 
with thanks to Robert Monell 


From the thirties to the eighties, a parallel network of film 
production and exhibition flourished in the USA. 
Thousands of low-budget genre movies were made, and 
central to their success was a uniquely American 
phenomenon: the drive-in movie theatre. 

A drive-in is basically an open-air cinema, comprising 
a large white surface upon which a movie can be projected 
(anything from a whitewashed wall toa specially 
constructed high-tension canvas); a projection booth; a 
large car-parking area; and (last but not least) a concession 
stand for the sale of snacks. The first drive-in was patented 
in 1933 by Richard M. Hollingshead Jr. the son of a 
chemical company magnate. Feeling unchallenged by his 
post in the family business, Hollingshead came up with the 
drive-in after noting two problems with exiting cinemas: 
if parents with young children wanted to go to a movie, 
they had to find a babysitter in the evenings; and since 
most theatres of the day were on main streets without 
parking lots, finding a parking space was a major 
headache. Hitting on the idea of outdoor screenings to be 
viewed from the family car, he set up a prototype on his 
own land, using a screen nailed to trees in his garden and 
cars arranged in the driveway. After experimenting with 
different options to achieve optimum audio and visual 
range, Hollingshead obtained a patent and set up the 
world's first drive-in theatre in Camden, New Jersey. 
opening on 6 June, 1933. The idea was a big success, and 
soon others were springing up elsewhere, 

The early drive-ins relied on a single audio source, 
usually а three-way speaker mounted near the screen. But 
there were two drawbacks to this approach: firstly, since 
sound travels more slowly than light, the cars furthest 
asway from the screen would hear the sound lag behind the 
image; and secondly, although drive-in sites were often out 
of town, the speakers would broadcast the movie across. 
fields to adjacent properties, making them unpopular with 

eal residents, The problem was solved when in-car 
speaker systems were introduced: patrons were offered 
portable speakers attached to posts beside each parking 
space, to be inserted through the side window and propped 
on the dashboard. (Later technological advances led to the 
sound being transmitted to the car radio at low-radius 
output on the AM or FM band, enabling stereo in place of 


merica, rising to over 4,000 by 1958. Numbers remained 
between 3,300 and 3,500 for the next fifteen years, This 
decreased a Ше, to around 2,800 by 1977, and 2,200 by 
he early 1980s, However by the end of the eighties — the 
home video decade — the numbers slid to below 1,000; by. 
which time the major studios had bought up the chains and 
ied the screens be used to promote the same first run 
product that dominated hardtop cinemas elsewhere.“ 
America's love affair with the motorcar is well known, 
and has always been adoringly fostered by the cinema. 
The image of a young white male driving an open-topped 
car down the streets of his home town, whistling at girls 
sod pulling over to a diner to hang out with buddies, is as 
pervasive a slice of American iconography as one ean find. 
From the youth-oriented films of the 1950s like Rebel 
а Cause (1955), to the purposeful mythologizing 
f American Graffiti (1973) = not to mention ambivalent 
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exploitation films like Death Race 2000 (1975) and 
videogames like Carmageddon - the car is clearly the 
central icon of American success. Drive-ins brought the. 
automobile and the silver screen together, then added yet 
another potent energy to the mix: teenage sex. 

While the inventor of the drive-in may have been 
thinking of haed-worked parents struggling to find 
babysitters and parking spaces, it wasn't long before 
коспа 
Driv 


discovered another advantage to his brainchild 
ins — of course ~ made perfect venues for dating. Of 
sessity, they operated after twilight, and the mixture of 
semi-privacy and safety they offered homy teenage lovers 
Jed to disapproving press articles damning dri 

*passion-pits'. Adding to the appeal of ‘sitting in the 
backseat at the movies’ by cocooning young couples in 

ıe drive-in gave baby-boomers the 

ideal location for intimacy. What moralizers failed to see 


their automobiles, 


was that for girls it was probably better to make out in a 
car surrounded by lots of other cars, all perhaps similarly 
‘occupied, and bathed in the intermittent flare of the movie 
Screen, rather than acceding to a drive down some lonely 
Lover's Lane 

Meanwhile, horror offered reliable fights, driving 
couples together in a ritual of shock-embrace-and-fondle 
that has long been self-consciously recorded by the genre 
self. Seventies horrors that feature key scenes at the 
drive-in include Dearhdream (Bob Clark, 1972); Kiss of 
the Tarantula (Chris Munger, 1975); and, you guessed it, 
Drive-In Massacre (Stu Segall, 1976), In each ease, the 
films spring horrific backseat surprises ~ а zombie: killer 
spiders; а psycho-killer— on the requisite necking couples. 
Perhaps the most potent use of the drive-in as an icon in 
its own right came in Targets (Peter Bogdanovich, 1968), 
in which a teenage sniper takes pot-shots at drive-in 
patrons, during a sereening in honour of a soon-to-tetre 
horror icon (Boris Karloff). The film suggested that the 
‘old Gothic horror films of the 1930s and "405 (and the 
‘Corman Gothics ofthe early 1960s) had been rendered 
‘obsolete by the horror of real-life random violence (the 
film was inspired by the Charles Whitman "Texas Towe 
Sniper’ killings of 1966), This slightly smug formulation. 
‘was itself rendered obsolete when the horror genre took up 
the challenge of addressing real-world horror, in such 
uncompromising films as The Last House on the Left 
(1972), The Texas Chain Saw Massacre (1974), I Spit on 
Your Grave (Мей Zarehi, 1978) and Maniac (1980) — 
movies Bogdanovich is unlikely to admire. 

‘You never knew quite what to expect at the drive-in. 
For sure, the posters and admats designed by the distrib- 
tutors declared that you were in for the shock of your life, 
but all sorts of other forces were at work too, and they 
differed from territory to territory, chain to chain, Drive- 

s of the films they 
жете showing, crudely inserting new title cards, drawn 
with magic marker if necessary. A manager might order 
the projectionist to edit a film, particularly if the screen 
faced a street where people pulled onto the Interstate, 
After ай, a grisly shocker like / Drink Your Blood could 
cause accidents if some hapless traveller caught а 
glimpse of, say. a deranged hippy chick touting a severed 
limb! Films were also butchered as successive managers 
and projectionists snipped out favourite violent or sexy 
‘moments for their own collections. And while the 
producers and distributors edited different versions for 
different regional drive-ins (a film that played well in the 


in owners wilfully changed the tit 


— sets 

~ Basket Case (1981) 
газ тета for tat 
эшле gon 


ж mt ca ss боп Pis че posar or 
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Texas Chan Saw Massacre (1974) 


Deep South, for instance, might need some coaxing in 
Upstate New York), they weren't the only ones playing 
the game: the term ‘Franchise Print” was coined in the 
industry to describe a version cut together not by the 
producer or distributor but by the owner of the drive-in 
circuit, As fans began to compare notes, certain titles 
gained mythic reputations, and thus repeat business 
jin. Wildly dif 
ity were discovered in prints strew 


they turned up a 


of exter nationwide, 
so committed fans would drive hundreds of miles to sce а 
film in a neighbouring state, hoping to catch it uncut 

And if the drive-ins were letting you down, you could. 
always make the ultimate exploitation pilgrimage and 
trek to New York, where, running West to East a 
Manhattan Island, the Satanic El Dorado of exploi 
awaited you. 


Pees 


E 


42nd Street Monsters 


For Exploitation fans born too late to go there, the image 
of New York's 42nd Street as a Dant 
of hell is incredibly seductive. Other cities 


n cirele-and-st 
ould bos 
their share of sleazy cinemas.’ but as a nerve centre of 


illicit stimulation this dense luster of movie theatres and 
porno houses possessed a diabolical glamour, somethi 
that still ex 

of Sleaz 
York grindhouse scene, describes the area: 


the imagination today. Bill Landis, writ 


id Express, the essential chronicle of the New 
Times Square 
was America's most notorious red 
within the esteemed Broadway theater hub. From the 
early 1960s its main artery was known as the Deuce, a 
tiny strip of grimy neon and concrete that cold 
‘out 42nd Street between 7th and Bth Avenues. The stre 
was wall-to-wall grindhouses, down-at-the-heels creations 
left over from the Minsky's Burlesque days, old theaters 
physicality, with 1 


ih district, located 


! retained a stained, velour elegance and an imposing 


uditoriums, balconies, big screen 


velvet curtains, and long-ago closed off opera seats 

To brave a sereening of Torture Dungeon (Andy 
Milligan, 1970), Isa, She Wolf of ihe SS (Don Edmonds 
1975) or Fight for Your Life (Robert Endelson, 1977) i 


‘one ofthese notorious v 
steel, blissful 


es you needed ether nerves 
gnorance, ога bit of the psycho in your ow 
гс. Ushers admitted anyone with a ticket, a 
etre an assortment of winos, weindos and 
jerkoffs could settle in for the day, uninterrupted. Drug 
were scored and consumed, sex sought and obtained in 
toilets or tenebrous balcony seats, and a 
wouldn't want to get involved with played out in row afte 
sticky-floored row of erud-flecked seating 

Hunkering down amid this Boschean circus were 
few, just afew, who had come specifica 
Film fans li 
as much trash cinema as possible. Landis, of course 
Others such as Rick Sullivan, editor of the Sleazo 
influenced. 


ly forthe mo 


John Waters, up from Baltimore to soak up 


jore Gazelle. and Bob Martin, editor of the 


Fangoria, were among the writers cas 


to venture into these environs in search of trash 
epiphanies: o failing that just а handful of memorab 
moments in the parade of horror/action/sexploiati 

dross. Landis in particular was at home there. A fi 


user and hard-nosed суп, he documented the 
ditions 
id Express are notable more as gonzo reports f 


cinema ambience as much as the movies: late 
Sle 
the brink of amphetamine psychosis than as film 


journalism per se. Landis seemed to take Nietzsche's 


aphorism about the abyss lookin 
than a warning. 

Others who frequented the 42nd Street grindho 
included filmmakers who were themselves soon t 
contribute to the excesses served up there. Willian 
Lustig, who made his debut in 1977 at i 


of 22 with a pomo flick called The Violation of Claw 
under the pseudonym Billy Bagg) was alrc 


regular 42nd Street patron, soaking up a constan diet 


sex, horror and imported Italian action flicks. He tol 
Caidin and John McCarty: “I was addicted to n 

used to cut school and go to 42nd Street and tha 

see movie after movie. 1 fell in love with everything 


saw, from the art pictures to the Harry Novak type 
sexploitation pictures 1 used to sneak Ино” 


especially loved horror movies, and so struck a de 


Nightmare US. 


executive producer Judd Hamilton and actor Joe Spinell 
to make their own, The result was Maniac (1980), a 
legendarily grim exercise in violence and sleaze that 
divided horror fans at the time. These days the film has 
heen partially reclaimed by the fans but in the early 1980s 
it was treated аз symbolic of all that was ‘sick’ and 
irresponsible” about the modern horror genre. For those 
‘of us who have always loved this nasty tal 
comments in the review section), such arguments were 
just a side-salad to the meat of Lustig’s film. Here was a 
ad obviously studied hard at the 42nd 
Street lecture alls of sleaze! 


director who. 


Another self-taught aficionado of horror to be found 
haunting the sleaziest screens of the area was Frank 
Henenlotter, soon to be the celebrated director of Basket 
Case (1981), Henenloter began by making Super-8mm 
shorts, with titles like Slash of the Knife and The 
Shameful Women, homemade horrors that mimicked the 
bad taste of his favourite trash films. Moving on to the 
glories of 16mm, Henenloter 


iade Basker Case, one of 
the few films to act both as a bona fide 42nd Street movie 
and a self-conscious homage to its predecessors. I's 
interesting to note that both Lustig and H 
eventually withdrew from filmmaking to pursue their love 
of grindhouse films by releasing them on DVD — 

п with Something 
Weird, and Lustig with Anchor Bay and his own 
company, Blue Underground. 

Not everyone felt the ambivalent affestion-repulsion 
the region expressed by writers like Bill Landis. For 
critics and тогайы, 42nd Street came to epitomise a 
brand of cynical, amoral cinema, and if an uprig 
filmmaking citizen wanted to suggest that sereen horror 


Henenlotter through 


and real life horror were causally interlinked, he could 
always film a murderous character strolling down the 
very streets where such joys as The Bloodihirsty Butchers 
(Andy Milligan, 1970) or Shriek of the Mutilated 


(Michael Findlay, 1974) were playing. As a region where 
drugs and prostitution were at epidemic levels, and which 
was effectively decimated by crack during the mid- 
eighties, one might counter that social policies on these 
issues, and not sleazy movies, were the real reason that 
the streets seemed to crawl with the viciousness seen on 
the screens of the Deuce. But it nevertheless became 
typical for a screen killer to be shown prowling the 42nd 
Street drag, as if there was some inexorable link between 
the screaming billboards and the actions of the patrons. 
42nd Street became synonymous with sickness, and by 
implication the habits of an American icon atleast as 
influential as those smooth fifties boys in their Chevy 
convertibles we talked about earlier: I'm referring to the 
serial killer, the sex sadist, the psychopath, 


ттл RT АНБ EAST 
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Serial Killers 


Serial killing impacted heavily on America's collective 
psyche in the sixties and seventies, when Charles Manson, 
David Berkowitz, Dean Corll, John Wayne Gacy, Edmund 
Kemper, Ted Bundy, Henry Lee Lucas and a blizzard of 
others slammed the concept into the 
I's hardly surprising that cinema should react to this by 
offering audiences a staged glimpse of the horrors ко 
darkly hinted at in TV and newspaper coverage. Crimes 
such as Ted Bundy's savage assault on а Florida co-ed 
dorm in the January of 1978, killing two girls and severely 
wo others, sent ripples of terror across. 

America, and it wasn't long before the genre responded by 
inviting filmgoers to confront their worst i 
such crimes onscreen. 

A serial killer is defined as someone who commits at 


“Shriek of tho Mutated was E 
dun the man response Invasion ef 
the Blood Farmers) an dre 
"Yo exportation ponese Mcrae 
‘though he brilianty excessive 
cuits he contents. ий a cheesy 
enn rest = i fact (з poss 
паи о Findlay s mostre 


bludgconi 


jnings of 


least three murders, separated in time, with a “cooling off 
period in between, during which time they will seem 
perfectly normal, holding down a regular job or even (like 
Bundy) maintaining a marriage in wi 
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тейт бит Or TOUR THROAT 


Maniacs 
ror (Nicholas Worth) in 
гє Phone! 


хн based on 


unaware of their criminal activity. Crucially, i's this 
'cooling-of period” that makes the serial killer such an 
enticing villain for the horror genre. Maniacs who can't 
hide their madness tend to foreshorten narrative; so it's 


better to feature a killer who keeps the audience guessing. 
hidden behind an ordinary-Joe persona. In the 1970s, the 
take the real-world nightmare of 


ource material, and as the crimes of 


sadistic killers were reported with increasing prurience in 
the news, the genre's response, further fostered by the 
relaxation of censorship, grew more explicit and 


uncompromisi 


While some will find the notion of a film producer 
taking inspiration from such crimes despicable, it's worth 
considering the way in which horror films help us to deal 
with our fears, A fear left unscrutinised festers and grows, 
but a fear confronted is at least containable. No power in 
therefore 


America could stem the tide of mass slaying 


young people. for whom horror films are so attractive 


and who comprise the most likely target for killers, need 


some way of visualising and thus dealing with the threat 
Violent horror films of 


feeding the morbid fascination that ге 


life brutality 


inspires, The slasher movies and sorority house horrors of 


the late 1970s and 19805 may have been mounted 
primarily for money's sake, but they appealed to a huge 
16-25 audience, perhaps because of the way they deprive 
frightening, often salacious news reports of their 


‘exclusivity, drawing 'beyond-the-pale' imagery int 


Fantasy arena where it сап be subject to the pro 
imagination, Looked at in this way, it seems on 


that the perpetrators of atrocity should be denied i 


word — to allow such crimes to be erally unspeak 


and thus to be honoured by taboo, is to confer 
authority upon the criminal 


For those concerned with the issue of bad taste 


exploitations response o reality, it's worth pointing 
that Alfred Hitchcock was there very early with 
(1960), based on the crime 


of Wisconsin песторі 
murderer Ed Gein, From a 21st Century stand 
remarkable that Psycho, а studio picture by one 
industry's most respected directors, was released 
years after Gein was apprehended in November 
‘making it something of an “exploitation” film in 


Hitchcock, а frequent visitor to the horro 
his film and TV work, was an artist of rampaging 
morbidity, but even he found it necessary to draw 


ıer some of the more revolting details of the бен 


(however, a David Cronenberg has su 


probably had more to do with the restrictions of the 
than with any innate reserve on Hitchcock's part). 
crimes, which went on to inspire radically viscer 

treatments like The Teras Chain Saw Massacre (19 
Deranged (left Gillen, 1974), were so macabre, and 
imagery associated with them in the publi imagin 


bizarre, that in many ways they joined the Jack the 
killings in that odd moral purgatory where salaci 
and sadism meet myth and fantasy 


However, this "comfort zone" of the macabre 
which dastardly Victorian slashers and folksy grave- 
robbers are allowed to cavort, was unable to contain all 
the horrors unleashed in the news stories of the 1970s. 
Horror films responded by adopting a grimmer, darker 
tone: the genre was по longer guaranteed to be spooky 
escapist fun. The Exploitation Independents took notice of 
the headlines and media scare stories and began crafting 
films with a downbeat, upsetting vibe. Among the films 
that address the subject of serial murder are: Abducted 
(Don Jones, 1973); Ме (1977); Hitch Hike to Hell 
(1977); The Toolbox Murders (Dennis Donnelly, 1977); 
Sketches of a Strangler (Paul Leder, 1978); Bloodrage 
(Joseph Zito, 1979); Don? Answer the Phone! (Robert 
Hammer, 1979); Don! Go in the House (Joseph Ellison, 
1979); and Maniac (1980). 

f'here’s one thing such films agree upon, it's that 
hitchhiking is a shortcut to death. In the сапу 19705 
increasing numbers of disaffected youths, influenced by 
fhe promise of social and sexual liberation, were eagerly 
relocating to the big cities looking for fun and freedom, 
but in order to ‘live the dream’ they had to cross the 
wide-open spaces of America, hitchhiking through county 
afer county, state after state. А boy or girl could get lost 
оп such a journey, and there were predators on the 
highways worse than any wolf or bear. Considering the 
alarming number of serial killers operating їп California. 
during the 1970s, it seemed as if these human monsters 
picking up the very scent of the count 
hunting them down as they flocked to free-thinking San 
Francisco and Los Angeles. Perhaps it's a testament to the 
groundbreaking changes of the hippy era that a new strain 

vil emerged in the seventies to provide the shadow to 
i and social liberation. 
‘Meanwhile, the counterculture produced its own. 


iconic monster in the form of Charles Manson, whose 
role as murder-guru to acid-quzzling dropouts like 
Charles “Tex” Watson, Patricia Krenwinkel, Susan Atkins 
snd Leslie Van Houten sent shockwaves through 
bourgeois America. Hot on the heels of the Manson 
Family's capture, Janie (Jack Bravman, 1970) depicted а 
young female killer whose blithe psychopathy echoes that 
of the Manson girls; Sweer Savior (Bob Roberts, 1972) 
had ex teen heart-throb Troy Donahue in long hair as a 
Manson figure exhorting the kids to murder; the 
disturbing docudrama The Other Side of Madness (Frank 
Howard, 1970) and the inaccurate and unconvincing The 
Manson Massacre (Kentucky Jones, 1972) went so far as 
to depict the case directly; and The Centerfold Girls 
(John Peyser, 1974) had it both ways, with a nerdy serial 
killer whose first victim falls into his hands having 
already suffered a night of rape and humiliation at the 
hands of a Mansonesque hippy gang. Snuff (1976). 
originally shot in 1971 as Slaughter by Michael and 
Roberta Findlay, features a Mansonesque cult, but the 
film was unreleased at the time and only came to 
notoriety when Allan Shackleton and Simon Nuchtem 
added а fake snuff sequence to the ending, thus tapping 
into rumours of the Manson family's own supposed Smm 
snuff atrocities (none of which have ever been found). On 
a related note, there's a counterculture vibe to the killer 
artist in that extraordinary grindhouse classic The 
Headless Eyes (1971); Trip with the Teacher (Earl 

Barton, 1975) resurrects another counterculture bad-guy. 
the psychotic biker; and the two female psychos in the 
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lurid Death Game (Pe 
bourgeois attitudes and р 
of the Family girls. 
‘Coming at murder from quite a different angle to 
Manson and his gang of sociopaths, the psycho Vietnam 
veteran brought it all back home for American filmgoet 
in equally disturbing fashion. The ultra-obscure The 
Ravager (Charles Nizet, 1970), about a Vietnam vet with 
an explosives fetish, may have been the first to make it to 
the screen; My Friends Need Killing (Paul Leder, 1976) 
takes a thoughtful, downbeat spin on the subject; but the 
‘most shocking treatment of the topic has to be the horror- 
pom nightmare Forced Entry (S 1972.2 
virtually indefensible picce of nastines that nevertheless 
Шу summons the rage and bitterness felt by 
devalued soldiers who found themselves back in menial 
jobs after participating in the most terrible State- 
sanctioned atrocities. Oddly though, the most persuasive 
Im treatment of be returning 


“Traynor, 1976) share the anti- 
inning, unsympathetic sadism 


Wesley Eure as Ken, 
wholesome Ше п dove 
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takes їз ipto rom cases sch as 
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authentic 


Vietnam veteran came in a fantasy context, Dearhdream. 
(1972), in which a young man called Andy retums home 
the war, apparently to resume his small town family 
life. What his family and friends don't realise is that Andy 
is really dead — killed in action during the prologue. 
Brought back to life by the feverish prayers of bis mother 
(in a steal from the classic ghost story The Monkeys Paw 
by W.W. Jacobs), he has returned without conscience, 
without warmth, without humanity. In order to stay 
mobile, he needs blood, and he wastes no time in 
obtaining it. Deathdream is full of bitter ironies about the 
mental state of soldiers returning to "normal life 
quite believe that Andy is capable of strangling a pet 
dog that annoys him, and when the police quiz locals 
about a mysterious soldier seen hitching a ride on the 
night a lorry-driver was horribly killed, one woman. 
“| can't believe a soldier would do a thing like that! 


ys, 


Жылу 


Ви while hippies and 


puberty 
desire) raised the spectre of childhoox 


evil Picking up on this, and taking cues from earlier models 
Tike The Bad Seed (1956) and Village of the Damned 
(1960), the seventies introduced killer kids as a viable 
horror subgenre. Devil Times Five (Sean MacGregor, 1973), 
The Child (Robert Voskanian, 1976), Bloody Birthday (Ed. 
Hunt, 1980), The Children (Max Kalmanowicz, 1980), and 
Friday the 13th: The Orphan (1977). all featured kids with 
a grudge, gleefully determined to tum the tables on their 
elders and upset natural law. The reducrio ad absurdum can 
be found in Larry Cohen's twin titles for Wamer Brothers, 
Из Alive (1974) and It Lives Again (1978), about 
‘marauding killer babies. Both films have interesting 
concepts floundering in a stodgy; uninvolving directorial 
style, and are totally eclipsed by the Canadian David 
Cronenberg's far more compelling meditation on family 
dysfunction, The Brood (1979). 

Among the most interesting films about multiple 
murder are those that try in some way to understand ог 
explore the humanity of their sick protagonists. Homicidal 
madness is depicted within a broadly sympathetic 
framework in films like Dream No Evil Qohn Hayes 
1972), Psychopath (Larry Brown, 1972), Pigs (Mare 
Lawrence, 1972), Homebodies (Larry Yust, 1973), 
Ainducted (1973), Axe (Frederick Friedel, 1974), The 
Premonition (1975), and The Mafu Cage (Karen Arthur, 
1977). Even the much maligned Don! Go in the Howe 
(1979) and Maniac (1980) take time out from the violence. 
to show us their Killers! weakness and pain. The challenge 
for the filmmaker of course is to find an actor capable of 
withstanding the necessary scrutiny (a challenge most of 
the above rise to admirably), but perhaps the real reason 
why such treatments are rare in the horror genre is that 

ıd to alleviate suspense, thus removing from the 
of dramatic 
x, We tend to view killers we've come to know less 
with fear than despair; and despair is an emotion that’s 
rather less commercially persuasive. 

Not ай ofthe films covered in this book take the 
kest of routes through their subject matter, but there 
was in the 1970s в general turning away from frivolity in 
the genre and a greater will to face the truly horrific. It 
may seem perverse to those who regard movies like 
Maniac as the scummiest the genre has to offer, but 1 
would argue that the darker, more grisly or downbeat 
horror films of the era are morally justified, thanks to 
their determination to send you home feeling stunned 
and/or nauseated. Bearing in mind the real-life inspira- 
tions for such filmic excesses, it seems only right that we 
should take а ‘reality-check’ here and there. The horror 
genre is a place where fantasies and morbid wish- 
fulfilment can cavort unshackled, but as we vicariously 
dance around in the moonlight with our imaginary 
victim's face and tits strapped to ours, it's perhaps worth 
glancing over at the real world, in which most of us 
conspicuously fail to “get a kick” from torture and murder. 
Fantasy violence is a rush, there's no doubt about it, but 
it's a game, a charade, a luxurious indulgence; and when 
the game's over, you have to admit it's a far ery from 
reality, For all the thrill of a truly nasty horror film, how 
many of us really want murder and mutilation to play a 
part in our lives? Films that acknowledge this, even as 
they push the boundaries of what ean be shown, 
demonstrate a realism that balances the more superficial 
thrills of horror's bona fide big hitter circa 1979-85: the. 
slasher genre, 


^s arsenal one of the major source 
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Paycho-killer, Qu'est-ce que e'est? 


Long before John Carpenter's stylish Halloween (1978) 
received the cineastes’ seal of approval for knife-wielding 
maniacs, there were already quite a few slashers stalking 
the darkened corridors of the silver screen Halloween is a 
great film that survives multiple viewings, because it 
establishes the ideal way of presenting its hackneyed 
material, but let no one be deceived that it arrived ош of a 
clear blue sky. Effective it may have been, innovative it 
was not. The slasher genre had been around for quite some 
time and there were already some formidable contenders. 
Putting aside the Italian giallo genre (a major influence 
оп slasher cinema), one of the most accomplished North 
American precursors was Black Christmas (1974), a 
Canadian production directed by American citizen Bob 
Clark, who eventually became renowned for the *its-and- 
zits’ teen comedy Porky's (1982). Black Christmas substan- 
tially pre-empts both the plotting and stylistic strategies of 
Halloween, and takes place around a major publi holiday 
while possessing a chilly approach to characterisation that 
matches the iciness of 
‘comparison, Halloween is an experience as warmly creepy 
as the orange glow of ajack-o'-lantem, Black Christmas 
can give even post-Screan viewers a serious case of the 
shudders, as it employs techniques more typical ofthe 
Hollywood Movie Brats to unsettle our sense of moral and 
emotional security. Characters initially designated as decent 
people are given spiky and foul-mouthed qualities 
especially Margot Kidder, who if we're to believe Peter 
Biskind’s account of her in Easy Riders, Raging Bulls 
probably ad-libbed her own profanity). The film has that 
rust по one" aura redolent both of сану seventies paranoia 
(Coppola, Watergate ete.) and the aforementioned giallo 
genre, An artistic, “sensitive” character is prone to bouts of 
petty destructiveness, adults are given tics tha blur the line 
‘of generational responsibility (the sororty's'den mother! is 
a well-meaning but inept alcoholic) and the overall threat 
‘emerges from what was to become one of the most shop- 
worn of sources, the menacing telephone caller (see Mario 
Bava's 1963 classic, Black Sabbath) The film begins with 
з party atmosphere (modishly conveyed with overlapping 
dialogue) that is then twisted by the sheer savagery of the 
“phone pervert’. So much hinges on him that the voice 
artist deserved higher pay than the onsereen actors. I's a 
screeching, painful nails-down-a-blackboand performance, 
wandering 


control that convey 
carines. By the time the film delivers Из big twist — a 
fresh one at the time — the combination of chilly winter 
setting, skilled acting and prowling camerawork is likely to 
have thoroughly unnerved its audience. 

Communion (Alfred Sole, 1976) also deserves a 
mention for its tricky plotting, strong performances and 
shocking eruptions of violence. There's а knife attack here 
that rivals anything the genre has to offer; not ín terms of 
its graphic special effects (although they re very good), but 
in the timing, editing, staging, acting and overall 
conception. Communion, concerning murders that may or 
may not be commited by a disturbed teenage girl, is such a 
strong, intelligent film that in many ways one would have 
placed money on Sole as a future big wheel rather than 
John Carpenter, Is really a shame this never came to pass. 

With Black Christmas already out there, it wasn't long. 
before film producers realised there was something 
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compelling (and inherently marketable) about horror films 
set during a specifie time of year. Firstly of course, the 
promotional advantage of a ready-made red-letter launch 
day is immense. Then there's the way in which teen 
audiences experience seasonal intervals: as each yearly 
cbration goes by, even the most carefree of fifteen-year- 
‘olds grows aware of the passage of time: When you're а 
х,о be a year older than another is to occupy an 
milieu. Teenagers thus 
different temporal awareness. Three years is a long time: 
to a generation gap. In general it's 
only with yearly holidays and special dates that younger 
people are reminded of the passage of time, and thus 
perhaps their own mortality. Yearly rituals let the future as 
well as the past leak through: once again, like last year. 
you're trick-or treating: once again, like last year, it's 
Christmas; once again, like last year, it’s Valentine's Day; 
but how many more will you see? Many successful slasher 
flicks take a "significant annual event” as their сше for 
violence and death, and in so doing touch a raw nerve for a 
ире! audience otherwise shored up with a sense of 
their own invulnerability 

There are subdivisions in slasherdom, as elsewhere in 
the horror genre. Besides the ‘Special Occasion Slashers" 
(Bloody Birthday, Happy Birthday to Me, My Bloody 
Valentine, April Fools Day, Halloween, Silent Night, 
Deadly Night, Christmas Evil, New Year's Evil) there were 
the "Summer Camp Slaughterthons’ (Friday the 13th, The 
Burning, Madman, Sleepaway Camp); the ‘Sorority 
Abattoirs (The House on Sorority Row, Sorority House 
Massacre, To All a Goodnight}; the "Hiker-Hackers' (Don? 
Go in the Woods, The Forest, The Prey; the "Stalk-and- 
Slash Colleges’ (Final Exam, Graduation Day, The Killing 
Touch, Pranks, The Scaremaker, Prom Night, Night 
School); and the Horror Hospitals’ (X-Ray, Visiting 
Hours) 

‘What's notable is how many slashers were bankrolled 
by major studios after picking up the first as an 
independent, Paramount handled the Friday the [3th series, 
as well as Night School, April Fools Day and the Canadian 
My Bloody Valentine; Columbia stumped up for When a 
Stranger Calls and the Canadian Happy Birthday to Ме: 
and MGM produced He Knows You re Alone. The list 
grows longer when you include independently produced. 
films that nonetheless received nationwide distribution 
from the majors, In the course of this book, however, we'll 
be looking at some of the less frequently celebrated 
‘examples of the format, made and distributed solely by the 
Exploitation Independents. 


entirely different soci 


five years is tantamou 


Slashers - J'adore! 


There's something wonderfully satis 
film. Yes, it's unsophisticated, No, ther 
case for it as a valuable contribution to cinema 
ву and large to do what its detractors claim it does. I's 
cheap and nasty. It trades in the devaluation of the 
individual. The craft of the actor is neglected, Audiences 
ме offered only the most primitive of stimuli: death, 
mutilation, skinny-dipping teens. This is all truc. It sounds 
awful; and yet, for me, these films are some of the most 
thrilling and enjoyable slices оГ genre hokum you can find. 
1 adored these films, whether overstuffed (Happy Birthday 
to Me) or undemourished (Pranks, Stephen Carpenter & 
Jeff Obrow, 1982), when they first came out, and 1 still 


ing about the slasher 
s not much of a 


love seeing them today. Just as fans of other eras found 
their taste for schlock endowed Rondo Hatton or 
‘Monogram B-movies with a certain retro charm, so too the 
slashers, once admittedly overshadowed by the artistic 
wonders of Dario Argento, David Cronenberg and George 
Romero, look distinctly more fun today 

Ie isn’t just a matter of gore, arterial sprays, close-ups 
‘of wounds (although such considerations are of course right 
‘up there). What really propels these movies is the 
satisfying chase-and-kill formula, leading inexorably toa 
shameless enjoyment of the moment of death: gruesome 
death, given maximum impact by taut editing, voyeuristic 


‘camera angles and nerve-seraping music. The murder scene 
їп а good slasher film is a production number, with sere 
and blood instead of song and dance. Creativity, such as i 
is, is located in the choreography between the essentials- 
Scary music leads the apprehensive viewer toa swiftly 
edited, percussively orchestrated frenzy of now-you-see- 
now-you-don't delirium, as the slash ofthe editor's razor 
spins you into ecstatic appreciation of another minor 
character's demise. The formula is perfect. Set up a crowd 
of inane teens and let them feel the joy of the audience's 
surrogate blade for ninety minutes, Bliss. 

їп fact it's often so blissful that find myself likis 
these doomed High School klutzes as soon as they begi 
touting their dumb-ass trademarks, What a paradox! 
Precisely because they ate so inane and clichéd, I 
these hormonal jocks and dope-smoking cheerleaders will 
soon give me immense pleasure by meeting hideous 
violent death. As anticipate it, 1 find myself looking 
benevolently on the sort of characters 1 might otherwise 
have despised. 1 Jove the dumb teens of these films, 
warm glow as they act out their silly practical jokes, their 
breasi-fondling liaisons, and their limsily ania 
acts, As they fulfil in that wonderfully bovine way the 
requirements of the slasher movie victim, traits that could 
have been contemptible become cute and loveable 
Watching the materialistic beach-babes and sexist 
volleyball bunks of Slumber Party Massacre 3 (Sally 
Mattison, 1990) driving down a coastal road in an open 
topped car, listening to awful AM pop-rock, | hug m 
with excitement, treasuring my affection for these bub 
heads and jackasses. They are my fiends and | can't 
to see them die, 1 feel the thrill of betrayal as 1 glee 
anticipate the deaths they are yet to suffer. Re-watching 


these films seems to make them not less but more fan. 1 


confess that 1 sometimes watch only the first half of 
movies, when the characters are yet to die, because 
dimwit poignancy of their empty lives is even m 
satisfying to observe than their death throes...” 
There are some truly riveting examples of the format 
ıd there are a few that try even my patience 
consider myself an easy convert to any passing s 
half will to offend. Be formulaic! Be obvious! В 
tip off Friday the 13th as much as you like! Just be 
chase people, maim them and kill them, and f 
displays of “zany college humour’, 'dope-smcking' 
“teenage sen’ with the intrusion of a serrated metallic tc 
I'm an easily pleased consumer of this “degra 
cinema, so go for it. Just kill them all — is it askin 
much? I want the mindless repetition; it's one of 
effluents of the mechanised era that find entirely 
pleasurable, I would watch a ten-hour slasher film. Га 
watch a twenn-four-hour slasher film, As long as the 
victims were increased in proportion to the running t 


Nightmai 


would be there, best seat in the house, with matchsticks 
ing my eyelids, e it all, including tbe 
sil games and skinny-dipping, the Fake tarot 
and campsite eanoodling 


‘Okay, after I've waxed lyrical on the morality of 
ho 
‘trifle callous, but in essence 1 try to keep both 


ssing horror films, this euk 


y to superficial schlock 


sponses in mind when 1 discuss the genre. Personally 1 
боп" think horror fans have a leg to stand on if they try to 
ха the more tasteless elements. Stephen King, who 


emertiningly about all kinds of horror films in his 
‘ellent non-fiction book Danse Macabre (1980), made an 
ment when he tried to 


charscterstically puritanical jud 


е a wedge between classy, even “arty” horrors like 
n of the Dead, and what | presume was a dim. 
lection of an Andy Milligan double bill (King attacked 
‘non-existent movie called "The Bloody Mutilators for an. 
scd buzz-saw killing, which sounds like he's merging. 
itle of The Bloodihirsty Butchers with the mayhem of 
Ones). Mil 
the moment, it seems to me that if you want to raise a 
по point getting 
himself writes 


an's deeper idiosyncrasies aside 


lag for the modern horror film there 


зу about screen violence. When Kir 


stories built entirely around a single gross idea, it 


pretty rich to criticise the cinema equivalent. 


ted, his craftsmanship leaves Milligan standing; but 


«ding by his affection for hopelessly bad movies 
in his book, I don't think that's why King refers 

o grindhouse filmmakers а 

к. the grubby likes of The Ghastly Ones or The 

suse оп the Left offend not only because they show 

sristy violence, bur also because in their grainy, low- 


“morons with cameras 


«haky-cam amateurism they transgress notions of 


ic decorum as the 
Although my expression of enthusiasm for the sl 
sat has зо far emphasised just the sadistic component of 


responses, my guess is that the audience's enjoyment 


uns the gamut across a spectrum that also includes the 
sochisie desire to be shocked and in some way vicari- 
sy assaulted. It certainly works that way with me, In. 
ms such as the slasher, where an atavistic narrative 


icvsid of plausible three-dim 


tively shuts off the possibility of engagement with real 


cople in the wider world, and instead draws its energy 


om varying parts of the viewer's own psyche, the thrill 


n feels is a closed loop incorporating the actions of 
sgressor and victim. A good slast 
murders with mounting suspense, tantalising but also 


her movie withholds the 


tormenting the viewer, then paying off with а jolting. 


locking attack. 175 quite obvious t 


slap, tension-and-release stuff is engaging the viewer's 
unconscious. And if that sounds dangerous, i's worth 
edantically emphasising that, like the sexual practice of 
adomasochism, it all takes place within a consensual 


etlying libidinal desires, whether conscious or 


nvironment. The audience buy their tickets for a sl 
horror film, revelling in the adrenaline rush of aggression 
and the concomitant flinch of fear. No one really gets hunt, 
and if the film has some skill the audience leaves the theatre 


on а high. As for what happens later, in the street or the 


home, I have never subscribed to the theory that violence in 
films begets violence in real life: they are wo utterly 
distinct regions of reality, and to teat them as causally 
linked i to offer a blank cheque to moral cowards. No film 


can take responsibility for our actions in the real world; to 


The Exploitation Independents 
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say so is to dismiss choice and abnegate responsibility. No 
one (except the hopelessly insane, perhaps, for whom even 

Shrek could be the trigger for psychosis) ever got so deeply 
involved ina film that they sat in their seat waiting for a 

to take them home. Nothing 

you see on the movie screen can be blamed for your actions 


jump-cut rather than their 


in the real world: to say so is either legal chicanery, moral 
"bad faith’), or stupidity 
Many of the lesser criticisms levelled at slasher movies 


dishonesty (апте 


are built on false premises. For instance, it’s now common: 


place for audiences to scoff at the irrational, terrorized 
actions of slasher film heroines, always opening the wrong 
door at the worst possible time, always stray 
darkened rooms without tuming on the light, always 
splitting up from their friends when it's ‘obvious’ they're 
bout to get it. Obvious to ms, that is. These protests about 
unlikelîness show our fears in high relief: we hate it wh 
characters make dangerous mistakes, because they're 
acting just ike us. I's not as if there's really any reason 
why victim number two should hesitate to wander off, just 
because victim number one hasn't retuned from the 
summer-camp showers. We walk into darkened rooms all 
п our daily lives; even when briefly we think 
there's something “funny” going on, we hardly ever believe 
"Il dismiss 
as caused by too many horror films! 


that we're really going to die - more likely w 


the misgiv 
Noa 
flagrantly mechanical technique it has the power to frustrate 
the audience's ser 
pleasurable to some, upsetting to others. Sure, we know 
there's a maniac at large somewhere, we can read the signs, 
we're aware of the genre conventions = but the moment, the 
‘exact form, the intensity and duration of th 
things that we can't entirely predict. Hence, pleasure 
Scream (Wes Craven, 1996) was hailed as the moment 
that post-modern reflexivity entered the horror gente. In 
fact it merely crashed an ongoing party. An exposé and 


asher film may be dumb, but despite its 


se of control and that creates anxiety 


attack, are 


забес of genre? Audiences were already well aware of the 
'codes' and “strategies” of the slasher ilm back in the early 
1980s. The post-modern horror film merely tries to feed. 
you your own perceptiveness, For Seream’s director Wes 


CRIME 
OF 
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ca 


E LI 


Craven, the film offered a ‘fixed fight’, in which he gaudily 
pulled rank on a genre to which he clearly fels superior 
Much as 1 dislike Scream and its satellites, 1 have to admit 
ason to fel superior, altho 


that Craven does have one 
it has nothing to do with the trendy pop-cynicism of his 
recent work his best movie, and his first, The Last House 
оп the Left (1972), far outdoes the slashers in brutality and 
1 violence — and it's to this particular combination that 


When Blood Is Not Enough. 


1 wonder what the meanest, foulest, rottenest, woodslest 
sex erime ever was? Hey Sadie, what do you think the s 


crime of the century was?” 
"Wessel Padowski in The Last House on the Left 


Sex and violence are the Alpha and On 
and filmmakers in the seventies found ev 
them. Horror films 


of exploitation 


more bizarre an 


startling ways to ricochet betwee 


st bloodier 


sexier and sleazier, and sex films g and nastier. 
Althoug 
located far from the attentions of mainstream American film 
critics like Pauline Kael and Vincent Canby, enough of it 
reached an audience to create a demand for more 


the really extreme material remained obscure 


‘Censorship restrictions were gradually relaxed during 
the late sixties and early seventies, and as а result sex films 
rose to another level, The Grove Press-distributed / Am 
Curious Yellow (1967) was ће twelfi highest grossing 
picture in 1969 ($6,600,000 that year), just behind the 
zeitgeistdefining youth hit Easy Rider (1969), Softcore 


tumed to hardcore, kinkiness went ballistic, eccentricity 
and bizarre fantasy edged their way into the fray 
was breaking and all manner of exotic flora and fauna were 
being carried down the Deuce on the currents of 
exploitation. As the decade tumed, Times Square became 
home to the furthest reaches of hardcore sex and horror 
Looking back at the early 1970s, it's hard to believe just 
how sudden the transition was. Jack Gennaro’s 1971 
sleaze-pie D.0.G. (Deviations On Gratifications) 
distributed by Sherpix, who handled Jim Bidgood’s 
amazing art-house epic Pink Narcissus = includes а seen 


(mentioned casually by Variery по less) in which, "A gay 
youth unsuccessfully attempts to arouse a German 
Shepherd. 

leading trade paper of the American film industry gives you 


This casual reference to queer bestiality inthe 


some idea of the unimagined excesses towards which 
cinema was leaping as the 1970s dawned, 

Foremost among those pushing the envelope of what 
could ог could not be shown were Sean Cunningham and 
Wes Craven: In 1972 
and restraint with a mind-blowing horror film called The 
Last House on the Lef writen and directed by Craven and 
produced by Cunningham. Telling the story of two teer 
girls who fall into the hands of a gang of sadist while 
scoring dope before a rock concert, it featured tough, 

frankly awful ones 


they declared open season on taste 


realistic performances (alongside son 
truth be told), and an unblinking depiction of sexual 
humiliation and violence. The vision of piilessness 
summoned in the first half is о powerful that it can't even 
be erased by a contrived revenge twist inthe second, in 
which Craven's script attempts to retrieve the situation for 
moral purposes. For many years, The Last House on the 
Loft if referred to at all, was used by critics as evidence of 
the utmost depravity to which the horror genre could sink. 


Nightmare USA 


rent rehabilitation — п 
М prestige extras and much celebration o 
Ye status ~ is truly remarkable, The recuperative 
ic 1970s by the critic Robin 
who identified in the film political themes be 


тей "progressive", Craven mentioned the Vietnam 
t in interviews, and cl 
twist from an Ingmar Bergman picture, 
i himself of future artistic redemption. It could so 
have been different: Craven's script had initially 
J even more gross and humiliating brutality 


fully admitted stealing 


ich was sexual in nature. Ultimately, in a decision he 


cherish to this day, Craven decided that the explicit 
re material would have to be cut back for practical 
s. As David Szulkin reports in his definitive book 


Craven’ Last House on the Lefi: The Making of a Cu 
‘One scene featured Krug. 
ophilia with Phyllis's mutilated corpse: the sequence of 


ind Weasel engagin 


ape and defilement was also rougher and more 
included Mari 
bating in the shower at the opening of the film and 


quences of Mari and Phyllis getting it on with the 


ek group Bloodlust.” Fred Lincoln, a рото actor who. 

st to be east in the film, told Szulkin, “I 

> ind it was absolutely the most disgusting 
cen... | mean, it was really hideous. 


the film has a rawness that feels poised to 


step into pomography — it's not hard to 
ari and Phylli's enforced 
Maris таре by Krug, and of course Mrs. 

- minal fellatio scene with Weasel. I's 


= well that it didn't g 


re close-ups of 


the whole nine yards, 
st because Craven and Cunningham 
4 over into mainst 


scenes the film would have sunk to an 
the exploitation ladder, and would 
sen seen today. After all, how big is the cult 
ie) or Zebedy Сой (Unwilling 
could kiss goodbye to that presti 


e's another reason why we sho 


ld be glad Craven 
pomoland, Combining pornography and 


himate exploitation dre 
iy works. There's something 
= tie abt 


genre. When someone tries 


andcore sex. It refuses to 
force the issu, 


tant is a static, uncomfortable beast. With 
xls about thirty seconds to decide if 
icipants attractive, If the answer is no, that 
kely th 


lm will hold their attention. 
aphie detail 
ence few of us would list in our dreams for a 
era. On the other hand, ifthe couple ane 
x is so powerful and compelling that you 
v the odd hunchback or stretch mark, a 
occurs. You cease to be inter 


active people having sex in 


sted in the 


all concem with the plot, even 
reintroduction of these factors when the sex 
cady “upped! and 
c theatre). Essentially, pornography causes the mind to 


ied, chemically changed: the viewer's focus narrows 
‘only salient details, which are then scrutinised 10 
е degree. Variables are reduced to a minimum, 
background and framing are considered only 

ch as they foster sexual enjoyment 
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Gorg beyond ге rts Hardgore 1974 
mhich also клоп as Horror Whore = 
and Sadoasylum takes tà foror gere 
pomograghy and tes hen in 
spas ж 
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ONCE 
INA 
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LIVE... 
SARDU 


he was the creato 


be Torture Show ( 


» Sex Wish (1978) 


- the director- the n 


From time о time, “serious directors have expressed а 


wish to make porno that engages the broader complexities. 


of cinema = in the late sixties Stanley Kubrick and Terry 
Souther discussed working together on a film treatment of 
Southem's book Blue Movie, th Kubrick's 


fascination with the challenge of making the first porno 


impetus bein 


that might also be considered a work of art. The film was 


what m 


never made, but perhaps we saw just a litle of 
have been" in the film that Alex is shown in 4 Clockwork 


Orange (1971), during his brainwashing 
Given the darkness expressed elsewhere in his work, it's 
not hand to imagine that a Kubrick pomo film 

to his "erotic film Eves Wide Shut (1999) 


as opposed 
would be one 


in which violence was an essential component. 
a handful of filmmakers have given the porno: 
horror film a shot, and scored а few successes. In Europe, 


Joe D'Amato and Jess Franco ventured repeatedly into th 
terrain bet 

In America, Armand Weston, who bes 
before crossing over to horror to make th 
whorchouse tale, The Nesting (1980), demonstrated 
aptitude with The Defiance of Good (1974), a ѕех ото 
hybrid based around themes of mind-contro, abduction a 
таре. Massively indebted to the Marquis de Sade (in 
particular his books Justine ou les malheurs de la vertu a 
L histoire de Juliette); Defiance tells the story of Cathy 
Taylor (Jean Jennin 


tive and hardcore non-narrati 


» in as a pomo direc 


se girl committed о а me 
use she's had sex 


institute by her puritanical parents beca 
inst their wishes. In the asylum she са 
ed in the care of Dr. б: 
sinister fellow with some radical therapeutic ideas. Сап 


with a boy a 


more trouble, and so is pls viel 


her off to his private sanatorium, Dr. Gabriel reprogram: 
Cathy as a masochistic slave who will forever crave 


violence... This is a dark and twisted work, revellin 
torment, and (justto make things nastier) it stars Fred 
Lincoln, sex-killer "Weasel" from The 
Left, as the sadistic doctor. 

Michael Hugo is a mystery figure often said to h 
directed the mind-bo 
(1974), althoug 
Hard 


е film is more absurd, featuring such once-in-a 


Last House on th 


ing sex-horror opus Har 


"name does not appear on the p 


ye is another sexy-asylum picture, although the 
н 


etime images as flying severed penises spitting sparks 


image that perhaps shows an awareness of Kenneth 
Anger's 1947 debut, Fireworks), Amid the intimate 
‘examinations and group sex scenes, Handgore casually 


inserts horrific imagery, not least a dauntingly matter 
fact penis amputation sure to have sent a few unsusp 
theatre patrons fleeing in dismay. Worldly viewers toda 
will know how the trick was done, but in a theatre in 
it must have packed quit 

Also in a medical sex-horror vein, though more si 
than sleazy, is The Sex Machine (1971) by Eric Jefte 
Haims (director of the awful but entertainin 


a wallop. 


heapie 
Jekyll and Hyde Portfolio) \п another isolated medic: 
institute, yet more sexual experiments are being conduc 
оп female subjects (or “surrogates, supposedly to he 
oblems”. The ‘Sex Machine’ itself is а 
‘contraption able to "photograph the i 
Surprisingly, des 


with “libidinal р 
Rube Ооа 
of the vagina’ 


‘and “heal frigidity 


these complex medical aims, most of its function 
application stems from a protruding, rapidly spinning di 
All is well ший the arrival of Jessica (Debra Christi 
aggressive SM dyke known as ‘Big Daddy", wh 
the hitherto hetero institute into erotic confusion. lı 
and probably should — n 
Haims being beaten up by enraged lesbian activ 
becomes addicted to the phallic Sex Machine 
barred from the Institute. Afer taking out her 
whip 


development that could 


one of the female staff with the help of 

of obliging bikers, ‘Bi 

strapping hersel int 

if | can't have it, nobody wil!” she eres, be 

machine electrocutes her in э shower of sparks. 
The pinnacle of the horrar-pom genre is Sex W 


Daddy" torches the lab be 
The Sex Machine for one last 


d 
Zebedy Colt (s 
include scenes of brutality and sexual violence th 
book them as both horror and pom. As we'll see, they 
ough other doorways in the horror genre, 
том offensive cinematic indu 


76). variously credited to Tim McCoy, Victor Mi 
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Torture. 


Before Herschell Gordon Lewis, death in the movies was а 
swift clean and painless affir. But while Lewis dragged 
‘ut the demise of victims with a host of simultaneously 
grotesque and unconvincing special effects, the result was to 
push seren suffering into the realms of black comedy. Wes 
s The Last House on the Left was a very different 
experience, taking the fun and hi-jinx out of ће recipe, and 
inaugurating real horror. The key difference was that 
although Lewis depicted graphic mutilation, his actors and 


Craver 


utterly inept at showing emotion, and so 
there was never any sense of real suffering. Last House on 
he other hand was (mostly) well acted and directed, and 
thus showed suffering in a stark and plausible form. Craven 
and Cunningham can probably claim the credit focbringing 
realistic torture and rape into the genre. 

Torture-kllings inflict upon an individual the antithesis 
ofthe "good death. For the perpetrator it's pure hedonistic 
Joscenity, a feasting upon another's pain, а total immersion 


in the sadistic drive. Torture is also heavily in cahoots with 
the voyeuristic urge, The sadist wants to see how much it 
hurts. Cinema is therefore the torture medium par 

xcellence. Whatever happens we have to see, and o se it 
for longer and longer. (This is why Michael Haneke's 
Funny Games (1997) is so powerful: although it shows 
һ that it lingers for such 
a long time on the agony, fear and anguish of the victims is 


rly any physical violence, the fa 


more than enough to compensate: this is Haneke's personal 
contribution to the cinema of sadism.) 
Torture is about achieving a hyper-redundancy of 
i. lt violates the idea of limits, of what's necessary 

w much is too much. This is where we leave the realm 
iter. It's all about 
the nastiest torture scenes are those that open 

nto vistas unimpeded by the genre's conventional narrative 
clock. Roger Watkins's The Last House on Dead End Street 
1977) is a perfect example: constraints like plot, narrative 
and characterisation are gradually pushed out of the frame, 
and we have no idea how long the victims" pain, torture and 
humiliation will las 


of simple aggression and jump up a reg 


However, even in the Exploitation Independent arena, 
drawn-out depictions of physical torture are quite rare. 
Humiliation, degradation, incarceration, and psychological 
torture are ай more common. Among the Exploitation 
independent films to depict sustained cruelty in some form 
are Pets (Raphael Nussbaum, 1972), featuring humiliation. 
inement, both male and female; Abducted (1973), 
with its incarceration and forced medical ‘games’; / Drink 
Your Blood (1971), which features a ritualised torture scene, 
Witch Who Came from the Sca (1976), which features a. 
womans double castration of two bound men but fades on 
screams of the first; Bloodsucking Freaks (Joel M. Reed, 
of which more in a moment; Death Game (1976), 
with more humiliation and confinement of a male victim; 
for Your Life (1977), with verbal humiliation and 
confinement; Don? Answer the Phone! (1979), with its 
torture prior to murder; Don? Go in the 
ise (1979), with drawn-out preparations for murder as а 
aked woman is slowly dowsed ín petrol: Human 
periments (Gregory Goodell, 1979), concentrating on 
chological torture and ti 


and con 


ғ e fear of crecpy-erawlies: 
Mosher Рау (Charles Kaufman, 1980) — rape and. 
‘finement; and of course The Texas Chain Sow Massacre 


turing intermittent physical and sustained 


he Exploitation Independents 
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psychological torment Of these, the only one to dwell on 
physical brutality for its own sake is Bloodkueking Freaks, 
So what does it offer the jaded horror film consumer? 


"Torture as Tiillation! Blood as Belly Laugh! Pain as 
Panto! You 
with me roll down the hillside in my 


iota love it! And may anyone who disagrees 
inch-spiked barrel 
By tipping off the 
sly joke, however, 
ly released as The Incredible 
Torture Show — ends up relegating itself to the suburbs of 
sleaze. Jolly jupes and knowing winks ina torture film are as 
welcome as a slug in a salad: and Bloodsucking Freaks not 
only winks, it also digs you in the ribs and gets оп your 
nerves like Monn’ Python's Mr, Say-No-More ls а very 
carly example of a trend that would spiral out of control in 


o laughs! Well, that's the pitch anyway 


audience that this is just a big. 
Bloodsucking Freaks = originali 


the 1980s: the shocking? film that laughs at its own jokes, or 
feigns to puke at its own gross-ous (see Teoma Films), AS a 
resi, despite its misogyny, sadism, ete, ete., it's oddly 
inoffensive. Iso desperately wants to be the high watermark 
‘of bad taste that it loses out by fathoms. There's something 
smug and silly about the sadism on offer: the sexual brutality 


is so safely corralled by tongue-in-cheek humour that you 
long for the knives-out maliciousness of Zebedy Colt or Walt 
Davis. Whereas Sex Wish or Sex Psycho are both blackly 
hilarious and truly disturbing, Bloodsucking Freaks is 
‘Carry-On Torture", a comedy sketch dragged out over 


eighty minutes, The lead actor provides the only fun: Seamus 
O'Brien as Sardu is wonderfully arch, delivering his lines 
with the epicurean relish of a depraved Kenneth Williams. 

No, from the standpoint of the 1970s, depictions of 
sustained physical torture are surprisingly rare They would. 
‘only flourish into full flower in the 1980s and 1990s, when 
the Japanese took control of the concept with the shot-on- 
video Za Ginipiggu: Akuma No Jikken aka Guinea Pig: 
Devils Experiment (1985) by Hideshi Hino; the similarly 
monomaniscal Akai Misshisu (Heya): Kindan No Osama 
ести aka Red Room (1999) by Daisuke Yamanouchi; and 
the extraordinary cyberpunk horror film Rubber $ Lover 
(1996) by Shozin Fukui. But if the American Exploitation 
Independents were reluctant to get into torture, when it came 
to another brand of atrocity they were way ahead. 
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CERARD DAMIAND'S 


Rape 


fone word sets the pulse of the exploitation addict raci 
з rape. Gore is exciting, glimpses of erections and vulvas 
are fine for lightweights and newcomers, but rape is the 
swooningly delicious trufe hidden in the loam of 
exploitation cinema. Like the centipede’s "black mes 
William Burroughs's Naked Lunch, it's both sickening and 
compulsively more-ish, carrying a charge of vicarious 
fantasy excitement and the powerful aura of badness. If 
ап of darkness in seventies 
me to terms with the 


you want to explore t 
exploitation, you have to 
entertainment value of rape. 

Mere murders are ten a penny in the movies, so 
mundane and overexposed that it's excruciatingly difficult to 
‘come up with a new and vital depiction. To kill to 
extinguish a person's being, to take someone unwillingly to 
the very brink of ie, and then to push them into oblivion. 

Ie sounds terrible, but think again: it's the meat and two v 
‘of television, the burger and fries of cinema, the cheap plonk 
of literature. No one raises an eyebrow — murder is okay 
Rape on the other hand is still swathed in taboo. Grisly 
screen slaughter сап be repeated ad nauseam, but add one 
graphic rape and you have a test case for audience morality 
And as long as rape is considered to be a fate worse than 
death, this moral incongruity will remain unchallenged. 

Rape is the unwanted, frequently violent, intrusion of 
опе person into another. 1 would angue that this means the 
rape film belongs, if not entirely within the Body-Horror 
genre, then at least conjoined to it. The horror of rape is 
twofold: is about the disgust factor of unwanted intimacy: 

d it's about loss of control, the subversion of the victim's 
autonomy, and the terror that goes with it. Normally, 
cognitive and sexual modes have to be re-set by arousal 
before we're willing to come into close contact with each 
other's fluids and organs: if a stranger in à café drools saliva 
оп a slice of bread and then offers us a bite, most of us 
would find the idea of eating it repugnant. Real life rape is 
similarly characterized by disgust at the invasion of tactile 
boundaries. The second, psychological dimension is often 
worse after the fact, with victims feeling guilty for having 

participated in sexual behaviour abhorrent to them. Social 
responses to victims then compound the problem, as the 
words ‘soiled, “ruined” and ‘scared for lie’ unhelpfully 
surround discourses on rape and its aftermath, 

But what makes rape so distressing i also what makes it 
so fascinating. It's the same with everything we reject. I's 
one of life's callous ironies that there's а ure tucked away in 
that which we wish to avoid. Is an irony we're frequently 
indisposed to recognise; hence, Freud would say, neurosis. 

You may be wondering what all this has to do with 
rape in the movies. After all, when we talk about Friday 
the 13th we don’t fee obliged to debate the rights and 
wrongs of murder. The reason is that rape has been 
enshrined, fenced off, so that it becomes necessary to 
brandish а moral border-pass of real-world awareness, 
papers all in order, before we can discuss the subject in its 
spectacular form as cinema. 

їп terms of shock value and wilful offensiveness, there 
can be no denying the magnetism of a really explicit rape 
mot at this level of the industry. Sex and violence, 
as David Cronenberg provocatively put it in an interview in 
Cannes to promote his film А History of Violence, go 
together “like bacon and eges"! Rape fantasies bear 
witness to this, and to the way in which our sexual tastes 


are defined in the teeth of negative forces — bad parenting 
social hypocrisies - which seek to constrict, divert or deny 
sexual pleasure, Although you would never 
protestations of moral guardian, rape fantasies occur in 
both males and females, and they are common in a wide 
range of advanced cultures, Michael J. Bader's ro 
The Secret Logic of Sexual Fantasies, which discusses sex 
fantasy as a psychologi 
estimates that 24% of me 
rape fantasy, adding th 
their favourite type. The cinema has always responded to 
the fantasy lives of its audience and, as the walls of taboo 
came tumbling down in the 1970s, the exploitation fil 
industry was there to fulfil its part of the bargain. Rupe 


iss from the 


antidote to unconscious da 


nd 36% of women have had a 


10% of women report them as 


fantasy was liberated from the allusion-heavy realm of 
‘mainstream cinema, with its ‘ravîshment’ and ‘bodice 


ripping’, and allowed to appear in all its savagery onscreen 


A prominent title in any discussion of screen rape ie 
Spit on Your Grave (1978), although it actually belongs 
its own sub-category, being both extremely brutal and 
disturbing, and highly moral in its construction. The mo 
raw and м 


redeemable’ depictions of rape in film аге 


shorts or loops? released to porno theatres during the 
1970s, lasting ten to fifteen minutes maximum, and 
offering hardcore simulated sex attacks in isolation, with 
no narrative save the most basic of set-ups. These often 
untitled loops are the rape-horror film's Degree Zero, an 
they're about as far from cinematic and moral de 

it's possible to get. A step up the ladder from these grim. 
experiences ше the rape-themed hardcore feature films 
Those that push the boundaries of bad taste include the 
forced-incest shocker Wer Wilderness (Lee Cooper, 1975 
the rave-war rape tale Hor Summer in the City (Gai 
Palmer, 1976), which would have benefited from more 
stree-life and less hanging out in a dismal shack; аш 
Costello's aforementioned Forced Entry (19 
mind-boggling Warerpower (1977); and Zebedy Co 
horror pom sleaze quartet, The Farmer i Daughve 

Terris Revenge (1976), Sex Wish (1976) and Cllr 
Lovers (1977): some of the most diabolically bonest 
products of American erotic cinema. 

Borderline soft-X* features like Jack Gennaro's gory Se 
Francisco Ball (1971), about three thugs who ki 
а hostage, but then rape slice and bludgeon her to death 
before they can collect, take the rape-murder format шо 
overdrive, with a balls-to-the-wall ferocity that Ray Willis 
director of the simultaneously sleazy and unconvincing 
softeore rape Mick Wrong Wav (1971) could only dream 
about (Williams proves, if nothing else, that havin 
penetrative gang rape scene go on for twenty mi 
nothing to increase its intensity). And rape would стор 
ıa scene ог two in any number of downbeat har 
such as the blistering Baby Rosemary (Harold Perks 
1976), the existentially gloomy / Love You Love You У 
(Games Bryan, 1973) and countless others. 

Rape involving male victims is unsurprisingly rare. e 
in exploitation. Zebedy Cols films frequently s: 
bisexual terrain (as well as other, even more specialized. 


fantasy arenas such as incest and necrophilia, and his rape 


classic Terris Revenge, about women hunting down rapi 


and turing the tables, is as nasty and assautive as у, 
imagine from the man who made Sex Wish, but Colr's werk 
limb as anyone ever went 


is about as far ош on 


American sex-horror production, and he remains а 
benchmark for shot-on-film pomo nastiness. Cerainly С 


IN COLOR 


Loveis a hurting thing. 
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completely eclipses ATP's idiotic Rape Squad (Bob Каап, 
1974), another film about women's revenge for sexual 
assault that's so badly made you end up disliking the victims. 

That's not the case with the electrifyingly nasty Femmes 
de Sade (dir: Мех De Renzy, 1976), in which one ofthe 
meanest, freakiest sex-maniacs in porno history (Ken Tumer) 
rapes and bullies his way across San Francisco. We see him 
brutally raping his prison buddy's gir, after which he takes 
offto the red light district, cajoling prostitutes into vicious, 
abusive sex. He looks pretty old - check out those pale fiiy 
something dugs - but he's supple with it, even demonstrating 
blowjob technique to a trembling hooker by sucking his own 
wang. However, it's а game of two halves, and Turner ends 
up trussed like a chicken at an S&M orgy he thought was 
just a joke — which i is, but the joke's on him. A gang of 
working girls, pissed off at his incessant attacks, subject him 
to anal rape, an unsolicited golden shower, and the deposit of 
а chocolate treat that, let's just say, must have slipped from. 
the dinner-table in Pasolini's Salê. 

However, the doorway to excess through which De 
Renzy, Colt and others like them gambolled in the 

s was soon closed a ighties. The rape 

cene as spectacle of cruelty in American exploitation. 
cinema bit the dust with рогу’ migration from cinema to 
Videotape. The MPAA’ stranglehold on film production in 
the early 1980, the major studios increasing dominance, 
and the clean-up campaign inflicted upon sleazy oases like 
42nd Street, meant that story-driven genre pictures were 
largely forced to abandon such extremes. Rape fantasies. 
still tumed up as grist to the porno-video mill in the ever 
more provocative "gonzo pom’ videos of Ron Black, Max 
Hardcore and others, but the atavistie intensity and gritty 
storytelling of the seventies theatrical releases were lost 
Instead, rape joined cancer, paedophilia and drug-addiction 
as an “issue-of-the-month’ to be explored ín lachrymose ТУ 
movies for the titillation of bored housewives. 


Jt Came from the StarvSwamp/Bushes/Caves 
(delete as appropriate) 

Having travelled to the heart of darkness, exploiation-tye 

же can now emerge refreshed to look at the more “use 


friendly" areas of the horror genre, The seventies and 
cighties were not all about extremes; horror continued t 
‘offer what we might loosely call "traditional scares, and th 


Exploitation Independents were as willing to do so аз t 

As ever, the 
mainstream success of this or that idea would suggest al 
number of variants. For every Alien and Exorcist 
scores of low-budget altematives. Ghost stories, occult tal 
and assorted supernatural manifestations account for mac 
of what we're about to examine — but shambling to the froni 
of the queue, leaving muddy footprints in the vestibule and 
chewing next door's dog, is the Monster Movie. 

Monsters of the hairy. scaly or bug-eyed variety have 
always appealed о cinemagoers, and the seventies 
many a hulking leviathan stagger across the ser 
America’s drive-ins and hardtops. Now, cheaply п 

but personally 1 have 
a lot of time for cheaply made monsters, They re з visible 


majors, albeit on a fraction of the bu 


monster movies can be a painful айа 


triumph of optimism over plausibility, and they'r 
extremely charismatic, possessing an inu 


that their expensive cousins lack. The only thing that 
hampers such a monster is the shyness of its 

often flinches from showing us what he's come up with. Ir 
а shame, because a low-budget horror flick with a jaw 
droppingly strange or unlikely monster has а charm that 
imprint itself on your memory for decades. The unfer 

table apeman-with-space-helmet in Robot Mo 

Tucker, 1953) for instance, keeps you glued to the ser 
despite being possibly the least plausible alien menace ev= 
created. Thank goodness Tucker had the courage of his 
convictions and gave us shot after shot of ‘Ro-Mar 
ambling implacably back and forth, tuning his “bt 
machine" and carrying young ladies over hill and ri 
ibi 

everything else out lo compensate for the lack of it, the 
what could have been prime B-movie fun sinks like a 
plesiosaur's turd to the bottom of the Black Lagoon. Man 
ofthe inexpensive monster flicks covered in the review 
section ofthis book indu 

ewer, as over-seripted tedium alternates with 
weird prosthetic wonder. 

The monster movie was pretty much bom in the 
(I'm excluding here such megasars as Frankenstein. 
Dracula and the Wolf Man), and many of the seven 
variants carried on where classics like The Th 
Another World (1951) and Creature from the Black 
(1954) left off: The tem 
Jawmen, straight-arrow doctors and dedicated scientists 
battle space monsters on the rampage; journalists and local 
teenagers try to get to the truth; girls find themselves 
menaced just as they're about to go swimming. 
Affectionate revivals of the fifties approach, with so 
added gore to liven things up, became common in low 
budget horror. Two Greydon Clark movies, Without 
Warning (1980) and The Return (1980), and two Doc 
Dohler movies, The Alien Factor (1977) and NightBe 
(1982), deserve special mention — Clark's for their 
exemplary B-movie energy and wel-plac 
actors like Martin Landau, Jack Palance and Neville Brand: 
and Dobler’s for their down-home settings and mind 


is, if you hide your raggedy-ass monster, and drag 


а see-sawing ambivaler 


‘was set early on: eamest 


Nightmare USA 


sling monster designs. But the crown for this subgenre 
es to а New Jersey-lensed wonder, The Deadly Spawn 
= McKeown, 1982), an exuberant, intel 
ies alien invasion movies that delivers the ultimate in 
rable characters, grippi 

load! If only the same could be 
ed snoozers like The Dark (John 
Bud” Cardos, 1978), which suffers from the curse of 

a workaday TV-movie fel 

Taking cues from the Black Lagoon's most famous 


budget mayhem - li 
sters by the 


sident are those movies depicting something nasty in the 


А stirred into action either by falling meteors, ike 
Monster (William R. Stromberg, 1977), or 
se in the environment 


tion from a lakeside cement factory rouses the 
sponymous Monstroid (Kenneth Hartford & Herbert Н. 
1979); fishing with dynamite pisses off the swamp- 
swelling rubber-fetishist in Bog (Don Keeslar, 1978); and 
Spawn of the Їйї, (Stephen Traxler, 1977), the most 
ied of these movies, has a monster emerging from 


diated sea-slime, revisiting nuclear worries in a prescient 
s (the Three Mile Island accident was just а year away) 
As with all genres, subgenres and sub-subgenres, there 
exceptions, misfits and God-Knows- Whats A half-man 
arkey runs amok in Blood Freak (Brad F. Grinter 
for which drus and a alf-man half 
хлороз romps around in (you guessed it) Octaman (Harry 


are to blame 


sex, 1971) - for which atomic radiation takes the rap. 
f the Moonbeast (Richard Ashe, 1976) has а man 
esed into а monster by exposure to what can hardly have 


fen the most threatening substance known to seventies 
an. a lump of moonrock; and Rana: The Legend of 
Shadow Lake (Bill Rebane, 1981) can't decide whether the 
ister is an Indian demon or a hominid mutant. 
rmingly demonstrating а зоп of “and now, local news! 
spin on the monster movie, а badly-tended municipal 
sbbish tip gestates The Milpitas Monster (Robert L. Burrill 
975), film made entirely by High School students and 
scal community volunteers in the town of Milpitas, near 
San Francisco, CA. Also hailing from the 
а, but operating on a far more complex level, is 
Godmonster of Indian Flats (Fredric Hobbs, 1973). This is a 
movie that owes as much to the idiosyncrasies of ts uncate 
gorisable director as it does to the horror genre, blending 
political allegory with Califomia history, and topping it all 
(F with a magnificently stubborn belief 
weird monster. New York's finest hour monster-wis 
with Basket Case (1981), which asks what is а monster, 
a a passing nod to Freaks (Tod Browning, 1932) suggests 
hat there but for the grace of genes go you and 1. Perhaps 
the most inexplicable monsters in low-budget horror are 
‘hose stalking a handful of shipwrecked toffs in Апас of 
the Beast Creatures (Michael Stanley, 1983); since they 
resemble nothing more than tiny hand-puppets with stuck- 
гог teeth it's hard to say whether they should be 
considered either as monsters or supematuraly animated 
certainly the filmmaker isn't letting on, and the 
through the horror without a word 


anikins 


а the nature of their attackers. 

rou discount oceans, lakes and waterways as hiding 

places for your monster, then surely the next best location is 
cave or abandoned mine. Caves have unde 

renaissance recently, with the highly successful British film 

The Descent (Neil Marshall, 2005) wowing audiences on 

sides of the Atlantic. Britain seems to do this sort of 


thing very well the long-running BBC TV series Doctor 
Who has made capital from caves and mines many times, 
with horrors such as а race of cave-dwelling 


reptile men in 
The Silurians (1970), giant maggots emerging from 
abandoned mineworks in The Green Death (1973), and the 
alien cavern domain of the Devil himself (possibly) їп The 
Satan Pit (2006), There's something almost too perfect 
to stir up claustro- 
phobia; it offers an environment with no reassuring physical 
markers; and for the Kristevans among us it resonates with 
deep unconscious connections to the pre-natal state. No 
wonder one of the best stalk-and-slash films to follow in the 
footsteps of Friday the 13th was the Canadian My Bloody 
Valentine (George Mihalka, 1981), set in a mining town 
where the Killer's activities eventually lure the requisite teer 
cast underground. Chief among the low-budget cave- 
monster stories are The Strangeness (David Michael 
Hillman, 1980), which summons a believable cave complex 
in a garage-built set before revealing one of the best 
Lovecraftian monsters this side of The Deadly Spawn, and. 
The Boogens (ames L. Conway, 1982), a gripping little B- 
movie that hides genuine scares behind a title that unfortu- 
ly sounds like а failed joke 

Of course there's no doubt that the home-grown, All- 
American sar of the Monster Show is Bigfoot, the as-yet 
mythical hominid whose possible existence still excites 
imaginations across the United States. I's jus a shame that 
this creature has so often failed о set the screen alight. The 
Legend of Boggy Creek (Charles B. Pierce, 1972), а Bigfoot 


about a eave or mine setting: it's likel 
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Tho restble Octaman 
"immaker ary Essex эге 


‘One of prece UK ie 
вое nonsi teca 
The Strangeness 


pseudo-docudrama, is the leader of the pack by 
mile. This widely distributed exploitation hit actually 
marshals some honest scares, first through its moody 
photography, and then by its use of (fake) footage 
purporting to be the eye-witness testimony of real people. 
Twenty-five years later, The Blair Witch Project (1999) 
Would hit the big time by revisiting the stylistic innovations 
of Pierce's film and bolting them to Ruggero Deodato's 
lost film crew” idea from Cannibal Holocaust (1980). 
Boggy Creek itself was followed by a dreadful sequel in 
1977 by Tom (Mark of the Wich) Moore, and a third film. 
Plandiy directed by Pierce in 85, that completely ignores 


the second. The or 


al is the only one to sce it's a great 
piece of Southem exploitation ballyhoo 


scared the byjeecus out of children wh 


unaccountably released to cinemas with а "С" rating in the 
seventies! Of the others, Creature from Black Lake (Joy N. 
Houck Jr. у head up h 
actual kids” movie variant; Shriek of the Mutilated (1974) 
lacks the guts to live up to its magnificent title, but its 


1976) can hold its sha asan 


will have you gi d no whistle- 


stop tour of the sub с astounding 


sre сап possibly ignor 
Night of the Demon (James Wasson, 1980), in which 
Bigfoot leaps aboard the explicit horror bandwagon with a 
penis-rpping vengeance. But as for the blurry footprints let 
by such tedious tramplers as The Beauties and the Beast 
(Ray Nadeau, 1973), Revenge of Bigfoot (Нату Thomason, 
1979), and The Capture of Bigfoot (Bill Rebane, 1979), 
well let's just say they're les likely to lead to cult re- 
evaluation. 


Things That Go Bump in the Night 


America has a long-standing tradition of welcoming 
immigrant communities from the ‘old world’ and so it 
surprising that а few hardy, pioneering Transylvanians 
should have established themselves there over the years. As 
wrought by Bela Lugosi, Count Dracula enjoyed a balmy 
period at the top of the monster hierarchy with Dracula 
(1931), but his star soon diminished in America 

until reduced to playing third fiddle (unbilled yet) in 
Abbott and Castello Meet Frankenstein (1948). Fora few 


years, perhaps from shame, the Count slipped from view 


American movies (finding salve for his wounds in the 
loving attentions of the British Hammer studio), 

Meanwhile, the family moniker was dragged through the 
dirt in TV comedy sketches, cereal commercials and kids 


toons, A change of name, and а few hints that that's 


it was, eventually saw а kind of renaissance when the 
American actor Robert Quarry 

(Bob Kellan, 1970) — stepped up to the plate. Here was 
Dracula updated for the me-peneration, far from the 
Carpathian mountains or the drawing rooms of Hammer 
and willing to mix it up with the 

pussycats of modern California. A 
Return of Count Yorga, Bob Kelljan, 1971), but probubl 
the most high-profile new arrival from the old counry 
appeared in The Night Stalker (1972), a gripping 
influential and widely seen TV movie that had 
Chandleresque reporter Carl Kolchak (Darren McGavi 
hunting down a (surprisingly nasty) vampire in mode 


as Count Yonga. Vamp 


-swingers and party 


sequel followed (7h 


Las Vegas, It too was successful enough to inspire a sequel 
(The Night Strangler, 1973, in which the threat is a 
murderous immortal alchemist), and even extended to а 
short but fondly remembered TV series, Kolchak: Th 


Night Stalker, running from 19 
Eight episodes of Kolchak: The Night Stake 
penned by a talented young writer 
future creator of TV mega-hit The Sopranos (1999-200 
Chase already had form when it came to the undead: h 
had writen an unusual low-budg 
Independent movie called Grave of the Vampire (Job 
Hayes, 1972), in which a vampire rapes a youn 
jves birth to his bloodsucking 


‘who, nine months later, 
"baby. Grave of the Vampire is a truly odd film, а. 
ИТ that morphs into an explicitly Oedipal battle 

between vampire father and abandoned vampire зоп. In the 


hands of John Hayes, an unsung talent of the Exploitati 
Independents it perhaps lacks some of the brio of the m 
expensive (AIP-distributed) films like ола, but it forgoes 
their borderline campiness too, and prefers to play the 
game straight-faced, leading to scenes that сап give 
unsuspecting viewers quite а chill. 

Lemora: А Childs Tule of the Supernatural (Richard 
Blackburn, 1973) also rings a number of highly indivi 


changes on by then rather trite vampire lore. Blackbur 


genuine artistic talent largely unheeded at the time, 
embraces the lesbian vampire theme so beloved of 
Hammer, but spins from it а bewitching fable (а young £ 
ein 

vampires) that’s more fairytale than sex fantasy 
Fortunately, a recent DVD release by Synapse resto 
film to йв original lustrous hues has ensured that 
Blackburn's sole directorial outing joins Herk Harvey's 
Carnival of Souls (1962) as proof that it’s always worth 
checking out the “one-off the i 


jous orthodoxy who meets а seductive 


Nightmare US. 


of vampire cinema in the 1970s: Dracula himself cha 


his name to Count Adrian, adopts a camp persona 


(obviously intended as a fitting disguise in California) and 


fiddles around with Voodoo in Guess What Happened to 
Count Dr 
sons have hissy fits in the ulin 


йа? (Laurence Merrick, 1970); Dracula's gay 
obscure Dragula (Jim Moss 
& Andy Milligan, 1971); a cursed bloodline creates 
ampires ín the incoherent Florida Gothic The Brides Hore 
Blood (Robert К. 
marries the son of the Wolf Man and moves to Staten 


orte, 1972); Dracula's daughter 


Island, where the unhappy couple raise man-eating plants 
in the frankly demented Blond (Andy Milligan, 1974): a 


Satanic priest drags а brother and sister into incest and 


vampirism in the loopy Satan š Black Wedding (Philip 
Miller [Nick Millard}, 1975); vampires hit the disco in 
turna (Нап 


Hurwitz, (1979), starring John Carradine 


s Dracula (maybe) and narcissistic actress Nai Bonet in 


he title role; and the dignitaries of a small town have а 


line în sucking the blood of road accident victims in 
ast Rites (Domonic Paris, 1979). While there's fun to be 
had with а few of these films (especially Milligan’s Blood, 


which is a rio), they can hardly be suid to preserve the 
dignity of the vampire mythos, and instead it fell to George 


Romero to deliver the 


oup de gráce by demystify 
ampire completely ín his superlative Martin (1976). 

Of course, nothing can keep a good fiend down, and 
he vampire even lace at the top of the 


ually resumed а 
monsters" table. А well-made Exploitation Independent 


The Exploitation Independents 
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Compas iter m 


st Enterprises Ша Production 


тепе by Hany Tor 


vnc dp 


movie, The Black Room (Norman Thaddeus Vane & Elly 
Kenner, 1981) got the ball roll 
introduction of a soo 


ain with the 
to be popular notion, ће vampire as 
stylish swinger, but it took the (unaccountable) cul 


success of the fangs, fetish and furnishings item The 


Hunger (Tony Scot, 1983) to relaunch the monster's 
mainstream career, followed by the re-imagining 
vampires in three popular hits: the horror comedy Fri 
Night (Tom Holland, 1985), the gritty, 


altemativ” culture 

inflected Near Dark (Kathryn Bigelow, 1987), and the 

glossy teen lik The Lost 

Eventually, Dracula was fit enough for reinterpretation by 
Hollywood's big hitters, Francis Ford Coppola, who 

essayed the visually amazing i 


Boys (Joel Schumacher, 1987). 


h completely unscary 


Vere 
Nocturna (179) hs tno 


A member of Count Yorga's hı 


Bram Stoker's Dracula (1992), More influential by far w 
Neil Jordan's screen adaptation ofthe bestselling Anne 
Rice novel Interview with the Vampire (1994), which 
dispensed with elegant old fiends like Christopher Le 
resold the mythos as а sensual pact between sexy youn 
теп (well, Brad Pitt and Tom Cruise) 

‘Vampires, for all their “beyond-the-grave" stl 


retain dives, needs, obsessions, compulsions that ther 
themselves understand. and that link them not 


ourselves but also to our bodies. Ghosts, on the oth 
lack this connection, and thus present difficulties 
im today ош 


representation. A real ghost caught on fi 
have a hard time not to look like a Photoshop joke. 
pastiche of the eruder im 

fake mediums and spirit witnesses attempted to convine 


ever returns ef the other world’s existence, using erode siperimp 


tions and optical trickery. The photographic image of a 


from this e VEE Me aa b 
phantom town 0079 
of TERROR! timid 


what chance has a phantom? None = not wit 


he good press. If we сап doubt the 


owing а man being beheaded by 


publicist, anyway, Your haunting profile can be п 


nearthly wail” h 


х4 loud and clear; just don't exp 


be treated as real. Even the living can’t be sure of 


Ghostly visitations have been a mainstay o 


since their first literary stirrings in the medieval C 
novel, and despite the seventies” onslaught of tales ab 
murder and sadism, their unearthly cinematic offspring 


continued to pop up throughout the decade. H 
ghost story needs, if not “lass, then a certain 


something that often eludes low-budget films. Pert 
because hauntings in the cine 

credible rea 
they couldn't get away with just 


a depend a great desl on the 


filmmakers fou 
few flappin 
cheap optical overlay. Often, what liberates low-budget 


tons of actors, horr 


films from the demands of mainstream moviemak 


expensive) and instead prioritize sensationalism, 
style, and sheer directorial fancy. That's not to say 


dispense with quality acting (which is gene 


acting doe 
making a slasher film or a bizarro horror you can g 


' help, or that it never surfaces, but if 


way without it. The ghost tale however rarely lends is 
heap-and-cheerful. Hauntings, with all their concor 
auras of doubt and uncertainty, are so much less visually 
sational than murder, rape and mutilation: they require 
finesse, both in the acing and in the way the subtle 

are deployed. Hauntings require much 
deliberation and co-ordination. To give the viewer that 
shiver of the uncanny, you must either trick your way 
their nerve-endings by subtlety and misdirection, or take a 
psychologica ai 
process. In both cases a considerable degree of cautior 


gradations of f 


approach that sees the uncanny as а m 


measurement, and insight are required. 
Much as | admire the tenacity of Wisconsin's low 

budget maestro Bill Rebane, his spook-story The Dem 

of Ludlow (1983) takes an intriguingly off-kilter idea 

haus f to an isolated rur 


piano given as а centennial 
community = and fumbles it in a murky, plodding fashion 
that robs the story of impact. I would happily nominate 


Hearse (George Bowers, 1980) — a well-mounte 
story rarely defended by erties as a better flm, des 


Nightmare USA 


the fact that i's fairly predictable. Lead actress Trish Van 
Devere plays the role of lonely middle-aged newcomer to a 
that you feel for here 
director serves up plot developments as if from a checklist 
of haunted-house paraphernalia, The Demons of Ludlow is 
sting only as a plucky low-budget endeavour, The 
ears, fr all its limitations, works as а ghost story. And 


small rural town so wel en as the 


T extend my great admiration to those who try and 
эй to evoke the supernatural on a shoestring, this ison 
enre of horror that is probably best served by money 
Among the also-rans on the scary house market are The 
House of Seven Corpses (Paul Harrison, 1973) and The 
(Gus Trikonis, 1978). Both films squander potentially 


intriguing ideas: in the first, а film crew shooting a horror 
inely haunted house are picked off by an 

vil force (an idea partially revisited in Norman J. Warren's 

$ Brit-horror classic, Terror); 

yer-city drug rehabilitation project relocates to a big 


nd in the second, an 


sc in the sticks, and exposes the druggies to demonic 


forces lurking within, Someone could sil make a 
marvellous film from these simple set-ups, but there's a 
crippling lack of meta-drama in Harrison's film, and a lack. 
й to the Trikonis effort 
Another great premise — а haunted ci is screwed. 
p royally in Movie House Massacre (Alice Raley [Rick 
Sloane), 1984), in which the ‘camp’ card is played by a 
director who lacks the definess of touch needed to bring it 
Т. Natas: The Reflection (Jack Dunlap, 1983) surrounds 
з best ideas (a haunted desert town full of zombies, a 
mountain-demon) with so much stodge 


ave to bea 


renre completist (or film reviewer) to discov 
em; ПИ Death (Walter Stocker, 1974) ought to be, but 
isn't, a necrophiliac poem, about a man visited by the ghost 
f his dead wife when he's accidentally locked in her tomb; 
and The Outing (Byron Quisenberry, 1981), a painfully 
w and inscrutable film set in an abandoned Wild West 
is so guarded about what's actually going on that I 


Exploitation Independents 


кал Miche (Jan Wit) exprnces 
fars in George Romero's осой 
Season of the Witch 


don't know whether to dismiss it as the worst spook story 
ever told or to seek out an audience with its mysterioso 
director. Dark Eves (James Polakof, 1980) proves that 
‘class’ is in the eye of the beholder with a ghost story 
{admittedly enjoyable on a camp level) that’s heavy’ on 
chiffon negligees and billowing curtains 
incident or atmosphere. But the best ghost 
budget horror are those that innovate sideways into other 
regions. The Forest (Don Jones, 1981) takes what initially 
feels like a rural slasher and gradually imports ghosts both 
benevolent and ven 
1976) floats more ideas than it knows what to do with but 
st keeps viewers on their toes with a wei 
post-Hollywood melodrama d lû Curtis Harrington, non- 
sequitur visual ideas, and а reincamated Native American 


eful: Haunted (Michael De Gaetano, 


princess. Without a doubt the most stylish and affecting of 
all ghost stories i 

ohn 

from a breakdown, encounters horrors at first indistin- 
guishable from her own mental distortions. Hancock's 

ly acted, beautifully shot and genuinely uncanny film 
stands as the best supernatural tale to be produced by the 
Exploitation Independents during the 1970s. 

Swelling the ranks of the supernatural horror film, at 
least numerically, are those concerned with the occult. 
Айг the smash success of Rosemary's Baby (Roman 
Polanski, 1968) and the even greater commercial and 
cultural impact of The Exorcist (William Friedkin, 1973), 
tales of sorcery and Sat 


this field is Ler? Scare Jessica To Death 


сос, 1971), in which the heroine, recover 


Andreu Pre a 
Sinon, King of the Witches (5 


m were, if you will legion. 
Witches of a not especially threatening variety pop up in 
Mark of the Witch (Tom Moore, 1972), Blood Огу of the 
She Devils (Ted V. Mikels, 1972), and the rather more 
likeable Madame Zenobia (Eduardo Cemano, 1973) and 
Blood Sabbath (Brianne Murphy. 1972), 

More complex and intelligent are Simon, King of the 
Witches (Bruce Kessler, 1971), Season of the Witch 


(George Romero, 1972), Dark August (Martin Goldman, 


es compestors abound in Romero's 

essen of me Wah, зо thes to be 
is ona хз west бе a parody 

associated wih 


scc ken what 
rey tacky and int 
те воду Shop (1972) пон baner 


1975), and The Devonsvlle Terror (Ulli Lommel, 1983), 
films that actually engage with the phenomenon оГ 
witchcraft either as a genuine belief-system or a cultural 
phenomenon. Simon... is examined in detail in the review 
section; suffice to say here that it's an uncommonly even 
handed engagement with occult ideology. Season of the 
Witch is rom Romero's oft-derided “slump” period, post- 
Night of he Living Dead and pre- Martin. It does have 
some near-crippling problems, not least a far too leisurely 
pace, and passages where forced scripting can have уо, 
grinding your knuckles against your teeth. The lead 
character, an unhappily-married suburban housewife, is s0 
emotionally reserved that many tend to dismiss the film 
for lacking а compelling lead presence. Personally 1 like 
it, but it's a close call. 1 suspect Romero, with his lead 
actress Jan White, was striving for a Bergmanesque 
portrait of emotional withdrawal comparable to Liv 
Ullmann in Persona (1966) or Harriet Andersson in 
Through a Glass Darky (1961) — a not-unlikely notion 
considering that in the carly 1970s Bergman's films still 
‘commanded popular attention in the USA. However, what 
really makes Season of the Witch special is its 
commitment to the imagery of Joan's dreams as an index 
of her social and sexual anxieties, and its placing of 
occult beliefs within a larger framework that addresses 
female marginalisation ín he patriarchal culture of the 
early seventies. Dark August, а lesser-known work that 
deserves to be seen more widely, is a serious-minded tale 
addressing the occult’ appeal to the vengeful, and is 
covered in more detail in the review section. The 
Devonsville Terror is likewise a thoughtful attempt to 


inject some sociological context into the "scary witch" 
archetype, insisting. ina slightly mangled but sincere 
ft is a fair response by women to the 


excuse to get group sex up on the screen. Judging from 
a and the porn mags of the 1970s, the idea of 
sangs” both gripped and appalled the collective 
ion of ‘squares’, leading to all sorts of 


unconvincing screen depictions, Quite why group sex i 
5o fascinating depends on how you view Protestant 
Catholic and Jewish notions of shame, To a Pro 

group sex isa sin because it's profligate, 
grandiose, and of course Pagan. To Catholics, it's not only 
Pagan, it's also dirty, and if sex is dirty what could be 
dirtier than doing it in full view of others? Judaism has 
explicit laws against such behaviour, and besides, you 
might see a neighbour in a compromising position and. 
then how are you going to face them over dinner next 
week? Ninel 

occultism in the horror genre is simply square society's 
attempt to visualize what it is they suspect ‘sinners’ are 
getting up to after lights-out, and by and large it's as 
unconvincing as their attempts to visualize heaven, Given 
that most Satanits are just Christians in dra 

italy are about аз erotic as Sunday Service. Sac 
victims in occult-horror cinema, for instance, are 
traditionally hypnotized or drugged, so we 
fervid struggling that enlivens the pitch for unbelievers 
Satanic ritual cuts eroticism off at the kne 
maintains a staunchly serious air that would scarcely 
shame а Cardinal working his way through a Catechi 
Naturally happy to exploit an audience's prurient 
ire to watch ‘sin’ at work, porno-horror cinema. 


percent of what passes for Sai 


their 


it none of the 


à 


frequently went for the occult group-sex trip, but never 


much success: perhaps a few lapsed Catholics were 
excited by the juxtaposition of qua 
bared breasts, but the Devil of desire rarely got a lookin: 
lust and true animal enjoyment are forever over the 
horizon. Frankly, group sex in such settings is a bore; a 
bunch of ostentatiously undressed squares cavorting io 3 
poor imitation of abandon while some twit with a piccol 
plays nursery rhymes backwards, 

With the notable exception of David Cronenberg. sc 
Ti horror also accounts for little of worth in the 
Exploitation Independent field. Silly mad scientist motifs 
are garnished with mouldy horror in Flesh Feast (Brad F 
Grinter, 1970), The Possessed! (Charles Nizet, 1974 
Doctor Gore (1.G. ‘Pa’ Paterson, 1972). Mansion. 
‘Doomed (Michael Pataki, 1976), а mad doctor film, has 
зоте schlocky energy, but ca 
escape the gravitational pull of Les ve sans visage 
(1959), the masterpiece from which it borrows its 
ides. An odour of Dr. Moreau and sundry other thirties 
offeuts lingers in the ай like old cookery on Franiezsiete 
Island (Jerry Warren, 1981), And speaking of cooking. 
smells given the current debates about GM foods, E- 
additives and nutritional standards, | suppose The 
Grinders (Ted V. Mikels, 1971) takes on science-fiction 


religious hokum and 


eap high enough to 
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overtones in its exposé of a company using human flesh 
in cat food manufacture... but I'm joking of course; it's a- 


weirdo horror film really. Chi 
horrors is The Crazies (George Romero, 1973), of which 
sore in the review section. Stigma (David Durston, 1972) 


vibe redolent of the old sci-fi horrors of the fifties to 
across; and Blue Sunshine 


less-than-cosy health warn 
Jeff Lieberman, 1977) enters Philip K. Dick terrain with 
а marvellously unsettling study of what happens to а 
bunch of one-time druggies, now firmly ensconced in 

of bad 


normal life, who start losing their minds becau 
acid they all took back in the sixties. A vogue for psi-fi 


‘orror swept through the genre in the aftermath of Carrie 


1976); interestingly, few п 
‘chic Killer (Ray Danton, 1975) is a tolerably 
steraining example, although the more intriguing and 
complex The Premonition (1975), which also predates the 
De Palma film, has the edge. 

Rounding off this tour of monst 
Vigh of the Living Dead was followed by such div 
American oddities as: Messiah of Evil (1973) — а fantas- 
tically strange and imaginative film touting a ‘hippy 


dom is the Zombie 


чате well before Romero's Dawn; the aforementioned 
Jeathdrcam (Bob Clark, 1972) — a Monkey's Paw 
ant in which a Vietnam soldier dics in combat, then 


‘turns home to resume his old life; Children Shoulda t 
d Things (Alan Ormsby, 1972) — a tale 
about grave-robbing that starts out like a student film 


with De 


з but turns surprisingly creepy; the awful but 
dearing Garden of the Dead (John Hayes, 1972) - with 
Iking, formaldehyde-addicted chain- 
The Child (Robert Voskanian, 1976) 
arro masterpiece in which a nasty little girl uses 


zombies: 


psychic powers to terrorize her family and tutor, before 
reducing them to her “friends” from the graveyard. A 
ro rekindled the zombie's 


scond wave came after Ri 
fice draw with Dawn of the Dead, as backyards 


ss America provided locations for a variety of ultra 
budget spin-off, Tony Malanowskl's mind. 
bosglingly minimalist Night of Horror (1981) and its 


elie pulp-horror update The Curse of the Screaming 
7 (1982) are explored in detail elsewhere in this 
book: The Day It Came to Earth (Harry Thomason, 


9), features a Mafia boss revived from the dead by a 

ing meteor; Fred Olen Ray's inept but amusing The 
Dead (1980) is worth a look for its Florida swamp- 
ies: Fiend (Don Dohler, 1980) is а rate example of 


oitation Independents 


ARE 
THE GOOD 
м ` PEOPLE 
DYING? 


Romero, 


а post-Dawn zombie film that owes nothing 
with а reanimated cadaver, possessed by a demon, 


violin tutorials in deepest Baltimore; Night of the 
Zombies (Joel M. Reed, 1981) meanders in a truly 
dismal way through a plot involving the CIA, Nazi 
zombies and a heroic commitment to nothingness; The 


Dark Power (Phil Smoot, 1985) unleashes zombie Toltee 


Indians and then shochorns them into a Sorority slasher 
film; Forest of Fear (Chuck McC 
living in Pittsburgh is no guarantee you can direct 
zombie flicks: the epically deranged Fro 

(Frank Roach & Renee Harmon, 1981) has dead people 
stored in cryogenic suspension ordered to kill by radio 
control; and the action-schlock smorgasbord Raw Force 
(Edward D. Murphy, 1982) features cannibalistic monks 


who raise the dead. 


лп, 1979) shows that 


п Scream 


Romero's The Crazies (1973) = 

орісі punch hal make a 

the eria pocase 
‘Dawn of the Dead 


Mone shabby паунот fom Doctor Gore 


Two post-Dawn films that achieve something striking and 
nuanced are Sole Survivor (Thom Eberhardt, 1982) and 
One Dark Night (Tom McLoughlin, 1983). The wonder 


A crypt is a place here the dead fully creepy Sole Survivor has а great twist: the Und: 


are laid to rest.. fpr are they? ем 


all on a fraction of the budg 


Art of Perversity = Horror and Incoherence 


Some films are ge 


hard to classify; Take Phantasm 
(Don Coscarelli, 1978) — а rubber-reality teen adventure 
sci-fi horror film (eat your heart out Donnie Darko). an 
The Bogey Мап — а slasher film that thinks it's a 
natural possession story, or vi 
Double Jeopardy (UWi Lommel, 1983) — on the surface 2 
sort of female serial killer stor, although London Bridge's 
relocation to the Arizona desert acts as a decentring moti 
and the whole hing comes on like Krzysztof Kieslowski 
remaking Ms.45 based on a mumbled conversation with 
heavily sedated Abel Fer 
Those are perhaps “arty” examples, or at least self 
consciously crafted ones. But what are we to make of So 


E versa. Then there's 


Vengeance (Jaman Fanaka, 1975), a film that takes the 
persistent cultural image of the black man as sexually 
super-endowed, and has its put-upon black hero actually 
murder people with his enormous snake-like schlong? How 
about Ghosts That Sill Walk (ames T. Flocker, 1977) 
psi-horror film about Indian artefacts, a possessed boy 
giant rolling rocks that appear from nowhere? Or 4 Sere 
їп the Streets (directed by Carl Monson and three other 
idiots in 1972), which spends forever mooching around 
afer a couple of nasty cops like a snivelling poi 
ASON DANIELS informant, only giving the audience а break by depicting а 
roughie-style beating at a massage parlour and several 
cameos from a day in the life of a serial killing female 
impersonator? Keeping the flame alive for bizarro horror 
into the eighties, The Jar (Bruce Toscano, 1985) tells of 
man malevolently driven to the brink of madness by a 
bottled homunculus left behind by a hit-and-run victim. 
Why he doesn't show it to anyon 


‘or smash й, or put it in 
the cooker, we never leam. 

Even these films are partially comprehensible (I'm 
being mean about The Jar; 1 suspect it actually works as a 


ec at or One Dark Night 
ghost story hat 
оу бат 


allegory of sexual identity). Perhaps I'm shilly-shallying 
dragging my heels as 1 approach both the critic's neme 
and, paradoxically, one of my favourite wastes of time; а 


criticism and freaks 


region of American horror that defi 
your credulity while feeding your jaded palate the most 
exquisite cinematic truffles. 

Sometimes, films just elude you. For ай your 
experience and would-be sophistication, for ай your critical 
dexterity, they escape your terms of reference, like 
neutrinos blithely passing through all that is solid and 
orderly. They aren't ying to do it; but they do. These are 


Cee Dak Night = 
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films so damaged, so wonky and graceless and brilliant, 
ibat you feel a need for an anti-semiosis, where movies 
gain points for being beyond bad, for being truly 
incoherent, These are the films that fall between the cracks 
too skewed and dishevelled to be hailed as ап, too mind- 
bendingly weird to be patronised as kitsch. They hatch in 
the interstices between “bad! and “unig 
mind that the only тшу bad film is а boring one, 
unique" can just mean "no one else would want to do this 
The terrain is one of dazed ambivalence, the appropriate 
attitude for the viewer stunned helplessness 
Here are preposterous stories told stonily, blankly, by 
terrified ог medicated actors, though it's ай disconcertingly 
real; here are plain-Jane heroines mumbling incomprehen- 
sible lines foiled by ad hoc editors cursed with a thought- 
disease unknown to man, following scripts writen by 
blithe surf own untran- 
seribable dreams, wrecked on the shores of bloody-minded 
rsistence; encouraged by camera-toting dope-hound 
mediums whose ectoplasmic smoke-dreams fail to show up 
оп celluloid, despite achingly beautiful long shots invaded 
by human wrecking balls swinging lazily and destructively 
ound; here are sensitive self-taught actors 
ir utmost, pressed into service as stra 


‘of the senses, adrift on th 


in the fore 
giving iti 
at the mercy of blood-clottingly inappropriate music, their 
spastic emotion-ellipses grazed upon by directorial idiot- 
savants grasping the profound by accident and squashing it 
into a messy insect pulp, exciting verbose professors of 
thas often been said that "bad" 
surreal, although those who make this claim tend to refer 
back mainly to the black-and-white era. F 
insisted that the cinema of the 1970s and 
contribute; 1 hope we can agree that а few astounding 
candidates are dotted throughout this book... Such 
filmmakers may stumble upon techniques normally 
associated with the avant-garde, while remaining 
stubbomly — or helplessly — cut off from the safe haven of 
ап theory, A clever idea can be mired in mundane 
expression, and a senseless film can sometimes capture in 
Deeting form a penetrating truth. Buñuel is an example of a 
director who was unafraid of the most ludicrous notions 
because he intuited that in art deemed low and idiotic there 
were jewels of insight. There's nothing to stop the 
characters in The Exterminating Angel (1962) from leaving 
their dinner party - and yet they stay, befuddled by their 
relentless ‘sophistication’. Similarly ludicrous notions crop. 
ор all the time in “bad? movies, and it's as intriguing to 
encounter Doris Wishran in this mode as it is to confront 
the giants of surrealism: the only difference is sel 
consciousness, and since the surrealist were desperately 
seeking to evade rational thought, we can hardly be bl 
for assessing those incapable of it just as favourably 
Rather than sneering at the perceived shortcomings of a 
ow-budget film like, say, Wishman's А Nigh To 
Dismember (1983) or John Wintergate's BoardingHHouse 
(1982), perhaps a more illuminating, reasonable and 
enjoyable method of viewing is to imagine one is "trough 
glass into а world where films are meant to 
look this way, where all the ‘shortfalls’ of technique are 
actually artistic achievements. Instead of being 
condescending to "bad movies", why not tret th 
s as a sort of art-in-negatve, where 
divergences from the norm, whether accidental or not, 
make up a parallel film universe? A place where tracking 


ms overlap the 


808 can. 


The Exploit 


tion Independents 


MARLO MONTE is "CHARLIE" in 


and actors characterisically fiae to give even the basics 
‘of a plausible performance. It's by taking this trip to 
another world that we can really star to enjoy “bad” films, 
and also to discover their aesthetics. We need an imaginary 
rammar to account for movies in which a high 
‘concentration of ostensible failure 
discursive = transcends mere kitsch. 
The horror genre, it seems, has а special dispensation 
it can get away with disorientation and incoherence under 
cover ofthe genre's habitual erosion of safe boundaries 
The critic Verina Glaessner once reviewed a Jess Franco 
film in the U.K.'s film journal Monthly Fidm Bulletin, 
saying that it featured, 


technical, logical, 


"ills robot-like actresses at an 
obvious loss”. Such powerful words... ‘Chilly, robot-like 
actresses” — who could resist such an image? Chilly, as in 
cold and forbidding. Robot-like, as in human but not 
human. ‘At an obvious los’ meaning that these disturbing 
half-humans were somehow malfunctioning in a sort of 
automaton’s graveyard. Marry such compelling 

a lack of dramatic focus that makes even a relatively 
simple plot hard to follow, and erratic editing that 
intervenes aggressively between the viewer and the action, 
and you have me in the palm of your hand. You are, in fact, 
Renee Harmon. Harmon's Frozen Scream is everything you 
could hope for from the words of Ms. Glaessner, 
‘why, the chilliness is underlined by a plot that not only has 
actresses playing cold, manipulative, or distant characters, 


nd more: 


T 1! 


28. ri win ERD 


мов ges good Sci as T 
in Don Cascarelis nde honor 
Phantasm (5 


Suzanna Love as he roue Она т 
UN Lommels facture no 
Double Jeopardy 


but also features cryogenic suspension, Ms, Harmon 
remains an inscrutable though gracious character (se 
hile co-director Frank Roach has disappeared, 

despite my best efforts; but | implore you to watch Frozen 
Scream again, and apply the “looking glass’ perception 

Obviously, low-budget films made by ambitious friends 
in California suburbs or Alabama back-yards can hardly 
aspire toa perfect match of them 
dressing and art design go to the wall when you can barely 


interview). 


ıd imagery: set 


afford film stock, In Italy, where sleazy subject matter is 
supported by establishment money, design is something 


licks consider. Take a look at Joe 


even the cheaper 
‘Amato's brutal, often repellant 1979 horror film Beyond 
the Darkness: the interiors are beautiful, the 
chosen, camerawork surprising and creative. Examples 

from the USA such as Lemora, Messiah of Evil and Martin 
boast creative art direction without going to Cinecittà levels 


ocations well 


of indulgence: but more often than not American hortor 
films are design-free zones, their principal visual charm 
from good locations. An American director like 
Frederick Friedel made his stylish and distinctive movies in 
a production context where tuition ame in the form of a 
chat with the director of Doctor Gore, and where six 
months contact with the industry was considered sufficient 


то equip you with the skills to helm a feature. That this 
unschooled, unmoderated environment can produce truly 
extraordinary films like Friedel's Lisa, Lisa (Axe) or The 
Kidnap Lover (Kidnapped Coed) is a testament to the 
Exploitation Independent way of doing things. 

Sadly, the innocence, naiveté, freedom, self-obsession, 
blissful ignorance, сай it what you will, of the Exploitation 
ied in the mid-1980s, 
By the nineties, it was gone. Standardization, organisation, 
de-clawing; such was the effect that the majors exerted on 
the Exploitation Independents; ist through their take-over 
at the business level, and then via the corruption of the В. 


Independents was eroded and dissi 


movie style by aggressive irradiations of cash. 


Decline = Carpenter, Hooper, Romero, Craven 


In the 19805, as the Exploitation Independents were 
locked out of theatres by block-bookings of mainstream 
movies, the writing was on the wall, Investors drifted 


away as the majors tied up the money-bags and closed the 
loopholes. 
seventies" horror boom, only David 


ince then, of the leading players in the 
ronenberg has 
consistently parlayed his abilities into projects that reach 
the multiplexes (The Fly, Dead Ringers, eXistenZ, А 
History of Violence) or the headlines (Naked Lunch, 
Crash). Others have not been so lucky 
John Carpenter, who after the massive commercial 
success of Halloween soon adapted to making studio 
pictures, is still frequent visitor to the horror genre. 
Although his wonderful spook story The Fog (1980) has. 
enjoyed a deserved reappraisal in г 
work remains The Thing (1982) 
Universal, that may be the most morbid film ever produced 
by a major studio. Later efforts to retum to the smaller, 
more intimate B-movie seale of his early work, such as 
rince of Darkness (1987), They Live (1988) and In the 
Mouth of Madness (1995) have their charms, but they 


sent years, his best 


a sci-fi horror, made at 


ruggle to simulate, and thus miss by miles, the effortless 


confidence of his early work. 
The strangest and most prolonged decline befell Tobe 
Hooper, director of The Texas Chain Saw Massacre 


The Exploitation Independents 


One ot ine most originai horror movies in years 
Romero has become a dazzling tls! 
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5o gent Spebe ook 
a mansveams tems 
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ste trae De Pama’ sh and 
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ven Spielberg insatiable kst 


Like Orson Welles, Hooper made his one perfect film first 
(wel, strictly second, afier a rarely screened 1969 item. 
led Eggshell) and was then seemingly ever after prone 
to production interference, acrimonious behind-the-scenes 
disagreements and questionable career choices. He suffered 
setbacks to the distribution arrangements of The Texas 
vc rights over to the Mafia- 

massive defrauding 
of the ticket receipts for that wildly successful movie. 
Death Trap (1976) suffered at the hands of producer Mardi 


Chain Saw Massacre, signing 
тип Bryanston Distributing. resulting 


Rustam, whose attitude to his wunderkind director was less 
than cordial. He was thrown off the productions of The 
Dark (1978) and Venom (1981) after just а few days 


Success, and probably played a big part in netting his most 
prestigious mainstream assignment, MGM's supernatural 
coaster, Poltergeist (1982), It looked as if Hooper was 
about to make the most effective margins-t-mainstream. 
transition ofall. However, during the shooting of 
Poltergeist, Hooper experienced difficulties with producer 
Steven Spielberg and the rumour mill went into overdrive, 
claiming that Spielberg was taking the reins away from an 
out-of-his-depth Hooper and directing the movie himself 
Spielberg took out a fll page ad in the trade paper Varie: 
stating that he had every confidence in his director, but 
‘while this may have partially saved Hooper's reputation it 


roller 


did not entirely quell the stores, especially when the fiim 
as released looked and sounded far тоге like the work of 
Spielberg than Hooper. After this unpleasant experience 
Hooper went on to strike a three-piture deal with 
Menahem Golan and Yoram Globus, two Israeli producers 
who had clawed their way to the top of the industry heap in 
the early 1980s. In many ways it was the high watermark of 
his career as a bankable director, with two medium-h 

sci-fi action films, Lifeforce (1985) and /maders from Mar 


(1986), commissioned, along with The Texas Chainsaw 
Massacre 2 (1986), Unfortunately, the results were a mixed 
bag: Lifeforce is a riot, but suffers from unintentional 
laughs and an uncertain tone; vaders was just appalling: 
and Chainsaw 2 was а qualified success, in my opinion, bu 
still failed to win over enough fans. For Hooper, the story 
thereafter was one of compromise, interference, and loss of 
focus, leading him eventually to the direct-to-DVD. 
dungeon where recent efforts like The Mangler (1995) and 
Crocodile (2000) reside Some have hailed his “remake” of 
[The] Toolbox Murders (2004) as a retum to form: 1 
honestly wish 1 could agree, 

George Romero's decline is more insidious. The 
Pittsbungh-based director seems to have found it increas: 
ingly Иси! to get projects bankrolled and, when he has, 
there have usually been gremlins in the works to prevent 
the films reaching un audience. Add this toa case of 
interesting concepts sunk by pedestrian direction, and you 
have another unhappy autumn for a once excellent directo 


Nightmare USA 


Tbe rot began with the cheap and cheerful horror-whimsy 
of Creepshow (1982), а collaboration with Stephen King, 
which failed to live up to the duo's breathless Fangoria 
promises of "the scariest film ever — you'll literally have to 
crawl out of the cinema!" King may have ruled the 
paperback racks, ut he was les reliable as а screenwriter 
giving Romero а clutch of flimsy, lightweight tales to play 
with. Despite having fun with the coloured gels and comic- 
Strip backdrops, Romero ended up with little more than a 
cute diversion. After Day of the Dead (1985), a grim 
masterpiece that nevertheless suffered significant pre- 
production hassles, Romero made Monkey Shines (1988), 
an unusual tale with strong performances and some 
impressive suspense sequences. Unfortunately it also 
suffers from a persistent ‘aftemoon TV" vibe, thanks toa 
sedate shooting style and a bland, sensible score that 
sounds pilfered from an episode of Quincy. The same 
problem beset a retum engagement with Italian titan Dario 
Argento. Having enjoyed cordial relations during the 
making of Dawn ofthe Dead, and substantial box-office 
too, the pair were keen to make lightning strike twice. The 
result was the diptych Two Evil Eyes (1990). Argento 
scored а qualified success with his half of the deal, 

ıg several Poe stories into а curate's omelette that at 
least has а feel for the grotesque, Romero opted for The 
Facts in the Case of M. Valdemar, but allowed a *made-for- 
TV" aura to creep in again. Devoid of menace or. 
atmosphere, Romero's part of the bargain displayed all the 
morbid psychological shading of The Rockford Files... The 
Dark Half (1993), another Stephen King adaptation, had its 
moments, but И was starting to look as if Romero was 
relying on the King brand name. Bruiser (2000) at least 
marked Romero's retum to self-written work, but it took a 
crackpot notion, embedded it in a mundane mise 
attached it toa tired revenge plot, and then threw in a few 
wild jabs of surreal allegory that failed to reach а target. It 
may well be the most frustrating and annoying film the 
director has ever made, Most recently, Land of the Dead 
(2005) saw Romero back in the mainstream with а fai but 
hardly epic new entry in his zombie mythos. As a director 
whose skill with character was always his best suit, he 
disappoints here with a corny super ıd bland hero. 
By su that the zombies are now the real locus of 
sympathy, yet neglecting to explore them in detail, he 
leaves us with a sketch of a movie, а hollow theoretical 
abstraction that must have looked good on paper but which 
fails to ignite onsereen. To make matters worse, re 


illain 


interviews have shown a man uneasy with the excesses of 
is earlier work and retreating into а ‘what about the 
en’ position that can only embarrass his admire 
Wes Craven, on the other hand, has enjoyed perhaps 
e most unexpected career trajectory of all. If anyone 


leaving а screening of The Last House on the Left back in 
1972 (or for that matter catching it on video in 1982) had 
been accosted by a visitor from the future telling them that 
the man responsible would be a big wheel in 21st Century 
Hollywood, they'd have concluded that time travel rots the 
brain. Last House is one of the few films that is still 
beyond the pale for reappropration into popular viewing. 
there's certainly по sign of it being screened in a Channel 4 
Cult Film’ season, and it has been repeatedly denied a 
certificate for uncut re-release in the United Kingdom. If 
ast House wasn’t enough of a barricade between Craven. 
and the Hollywood Hills, a string of failed efforts 
afterwards should have kept him off Mulholland for good 


The Exploitation Independents 


rocks like Deadly Blessing (1981), Swamp Thing (1982), 
The Hills Have Eyes 2 (1985), Deadly Friend (1986), and 
Shocker (1989) ought to have ensured that his Country 
Club card was forever marked "visitor" not ‘resident 
However, Craven was to demonstrate an amazing knack for 
pulling the occasional ace from the pack. The Hills Have 
Eyes (1977) was a solid, effectively scary exploitation fick 
that toned down the excesses of Last Howse without 
castrating it, but it was the franchise-floating, culture- 
defining A Nightmare On Elm Sireet (1984) and the po-mo 
snarkfest Scream (1996) that clinched his reputation, both 
for fans and studio heads. To give the world Freddy 


Krueger and then to do the same zeit-heist again with 
Scream, another multi-scquel hit, is evidence of Craven's 
rare talent to ead and even anticipate the mood and desires 


‘of the mass teen market. 


Hollywood Trash. 


Ап exploitation film is a motion picture in which the 
elements of plot and acting become subordinate to elements 
that can be promoted. In Hat respect, 1 would regard 
Jurassic Park asthe ultimate exploitation film. If you look 
at Jurassic Park with a cold-blooded eye, the acting level is 
junior high school. People read their lines as though 
they're seeing them on a TelePrompter for the first time. 
— Herschell Gordon Lewis, to John McCarty, in The Sleaze 
Merchants 


‘The relationship between the majors and the Independents 
changed forever with the advent of Steven Spielberg's Jaws 
(1975) and the runaway success of George Lucas's Siar 
Wars (1977). Grisly shocks and fairground thrills were no 
longer the sole province of the Exploitation Independents 
Thirty years after Herschell Gordon Lewis assaulted the 
audience with the image of a woman's tongue yanked out 
of her gullet, Steven Spielberg's Indiana Jones and the 
Temple of Doom (1984) featured a scene in which a villain 
pulls a steaming human heart from a victim's chest (in a 
PG' certificated film, no less). From the kinetic grisliness 
of Jurassic Park (1993) to the portentously sober 
treatment of graphic violence in Saving Private Ryan 
(1998) and the bamstorming terror of War of the Worlds 
(2005), Hollywood's golden boy has consistently used his 
Position at the top of the tree to indulge his childhood love 
of B-movie shocks 

Brian De Palma has wrought а series of films that play 
as stylish variations on B-movie formats, decked out with 
copious film allusions (most notoriously o Hitchcock) and 
Byzantine explorations of the voyeuristic urge. When De 
Palma tips а bucket of pig's blood over the radiant Carrie 
White, queen of the prom for a few brief seconds, it's fair to 
say that the director of Blood Feast has been trumped. 
Films like Friday the 13th, initially an independent 
production but swiftly bought up for distribution by 
Paramount, added the requisite flesh wounds and one-on- 
one camage, and the majors were at last playing the game 
as bloodthirstily as the independents. And so came the 
backlash. By taking this overt slashing and maiming into 
the wider arena of mainstream cinema, with its TV and 
newspaper advertising and hardtop blanket releases, the 
producers courted an emasculation of the rude energy they 
were exploiting. The fate of Friday the 13th Part 2 is a case 
in point. И was another enjoyable romp through 1 
with plenty of tension and а few startling moments of 
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violence, but the film had to be severely watered-down 
before release — grisly killings shown via production stills 
in America's gore-film bible Fangoria were never to 
emerge intact in the cinema, and even today the missing 
Scenes have not been reinstated on DVD. Dedicated 
Fangoria readers in the carly eighties grew ever more 
wearily disappointed as optimistic on-set reports promising 
grisly special prosthetic effects were contradicted as mutt 
after neutered mutt hit the cinemas: between the Fango 
picture-spreads and the actual release, the MPAA insisted 
that oodles of nastiness be removed to secure an "В" rating 
This, not to put too fine a point on il, is how cheese-wire 
was looped around the nuts of the genre, The majors were 
willing to get their hands a itle bit dirty with the disep- 
table but lucrative slashers, but they absolutely insisted on 
an "R° rating, without which their advertising would be 
shor of is traditional avenues. Newspapers mostly refused 
то ron an ad for an unrated film, and major TV stations 
would refuse a trailer. Although it was technically possible 
to release а film without ihe MPAA-approved ЧК, restricted 
advertising was areal drawback. Sadly, most people 
‘mistook unrated films for "X" films; in other words, pornog- 
raphy. The resultant stigma was enough to scare off 
newspaper ad departments, offend those with a will to be 
offended, and petrify studio bosses. In marketing terms, the 
freedom to go unrated was the freedom to go fuck yourself. 
The Friday the 13th series, probably the Iynch-pin deal 
between mainstream cinema and the Exploitation 
Independents, tuned out to be a genuine cash cow for 
Paramount — but in geting their corporate fingerprints all 


made the series distinct 
successive F73 was less violent, less gory, and less 
satisfying. until watching the latest effort was like visiting 
an old friend who used to be a live wire but who lately 
spends his days doped up on Prozac. There's a genuinely 
poignant moment in Javon X (2001), one of New Line's 
additions to the franchise, when Jason — now an immortal 
‘monster attacking teens in outer space — wanders onto а 
"holodeck' programmed to simulate his earliest killing 
rounds. The scene plays wittily, even affectionately, with 
the early format, but of course the holographic image is 
part of the intended victims" self-defence, the emphasis 
having long ago shifted to survival and resistance — cosy 
reassurances that чке? can cope. Horror becomes an 
exercise in proble 

those who die are tainted as “losers” and the survivors are 
those who "deserve to live, Such was the gift the 1980s 
gave to horror. 
away from the Exploitation Independent roots of the series 
but it keeps the faith in a handful of nasty scenes; and fora 
‘while you visit, as if in а dream, the grisly days of yore, 
when studio squeamishness and misguided sexual politics 
did not demand that the killer be а joke, ога schmuch 
defeated a priori. When the only survivor was there to 
keep the sequel open, not to ‘empower’ the viewer. 

‘Genres wax and wane, and in this respect the horror 
genre is like any other. The phenomenal explosion of 
activity in the 1970s was bound to end sooner or later, It's 
just a shame that the industry has been restructured so 
profoundly that a cheap, gritty, artfully odd or endearingly 
off-heam horror film stands lile chance of reaching movie 
screens. There are occasional exceptions, but they basically 
prove the rule. The Exploitation Independents are a 
historical category now, and it's hard to see how a similar 


solving, a can-do" lecture in which 
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blend of market conditions and creative forces could ever 
be repeated. It's only through video, DVD, and the 
obsession of fans that these movies survive today. And, 
like FM radio, where the same ‘golden oldies" are peddled 
from a play-list that ignores 98% of the past, it's easy to let 
the modern entertainment machine push these allo 
human oddities, these rough gems of the awkward squad, 
out of the picture. I's called airbrushing: and it's a mild 
but insidious form of fascism, Nightmare USA, with its 
cavaleade of perversions and imperfections, is my beacon 
for those films and filmmakers either avoided. 
disrespected, forgotten or ignored by all but the most 
dedicated fan discourse. Not in the name of art, not to 
ennoble a new list of greats, but for variance, diversity, 
strangeness = and all the pleasures they can bring. 


1 From John MeCany’s The Sleaze Merchants, p69. 


2 The Sleaze Merchant, p 


3 M Romero quotes ate from The Zombies Thar Ate Pitsburg 
Paul R. Gagne, pub: Dodd, Meade and Co, 1987, 


4 Figures courtesy of www driveinthestercom 
$ Los Angeles was the West Coast Mecca for sleaze movie f= 
less iconic than New York's Deuce but still a major 
exhibition revenue for the Exploitation Independents. James Bryan, 
[LA-based director of Don бо inthe Hoods (1980), describe 
"The LA. movie theater scene in the с 
seventies pre all Cineplex e centred on Hollywood Blvd aad 
Sunset Blvd. in Hollywood, and to some extent Westwood Villig 
(UCLA) and Beverly Hills along Wilshire ВАЧ, That's where 8 
big films had their opening engagements. Downtown LA. ws 
home to the Grindhouse that were once the Movie Pala 
thirties (Millon Dollar and Mayan and other). The es 
Hollywood sow the invasion of the grindhouse policy. as t 
Cincplexes began developing around outlying L.A. The o 
major revival house was the Cinema on Wester at Sama N 
Blvd. While numerous other revival houses soot sprang up is бе 
carly seventies the beginning of the VHS revolution closed most of 
them down just as quickly. There are few struggling on today 
the last one still going strong is the New Beverly on Beverly В) 
м La Вта. The most likely reason for this long healthy га 
wildly successful Grindhouse Film Festival presented by Ene 
Самі and Brian Quinn once a month at the grand old New 
Beverly 


city exhibition circuit 


5 hee Express, Bill Landis and Michelle Clifford 
Fireside Sion & Schuster, 20 


The Sleaze Merchants, p133. 


© Cronenberg on Cronenberg, Chris Rodley, Faber & Faker 


9 perhaps l'm pening a lile peculiar in ту old ape: 


10 Sag to say. O'Brien weas stabbed to death soon afier making 
movie, killed in his home on 14 May, 1977 while trying to fend off 
a burglar 


1 See he British DVD exta 


Nightmare USA 


You may only dare to see it once 
but once will be enough 
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IT'LL GROW ON YOU. 


Starring 
Dan Lunham — Terri Berland 
Co-starring 
Rolf Theison — Keith Hurt — Mark Sawicki — Chris Huntley — Diane Borcyckowski 
Witten by David Michael Hillman and Chris Huntley Directed by David Michael Hillman 
Produced by David Michael Hillman — Mark Sawicki — Chris Huntley 
A Stellarwind Production of a David Michael Hillman Film 
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There was Bela Lugosi, 
Boris Karloff, 
Lon Chaney, 
and Conrad Ragzoff! 
They were all stars who lived and died. 
But only one returned... 


Section II 


chapter 1 


Dirty Games 
in Hollywood 


The Career of James Bryan 


Don’t Go in the Woods (1981) 


hen James Bryan embarked on this low-budget 
horror flick, shot in Utah in the summer of 1980, he 
had no way of knowing that two or three years later, i 
Great Britain, it would become so controversial. Dont Go 
‘the Woods was classified by the British Director of 
Public Prosecutions as a video nasty — a threat to common. 
decency, childhood innocence, family values, and the 
sanity of the great unwashed. First came the hostile police 
‘vids and newspaper headlines. Then, as if indignity 
enough had not been heaped on bis modest production, 
came brickbats from a few genre critics, eager to justify 
heir viewing habits to the conservative thought police. 
Some ‘video nasties’ were redeemable, even artistic, Your 
Honour. Others were ‘just trash’, ot worth the effort 

1 arrived late at the scene of the crime, but I soon 
smelled a пи. If you're asking me what's wrong with the 
im. well, go figure. For the record, 1 enjoyed the hell out 
cott, one of the last of the “nasties” 1 saw, Nostalgia for the 
iod old days was no a factor ~ Bryan's movie needed по 
тиу recollections of tabloid controversy to hit all of my 
arssh-horror buttons. Let's not mince words: it's senseless; 
it's gratuitously violent; it has very shaky tech credits: | 
forgot who was who and yet I watched it avidly from start 
to finish. The crude but oddly realistic violence had me 
hogging myself with delight, as foursquare conventions of 

proper” film-making were trampled, quite figuratively, into 
‘the mountain mud. On the day 1 saw it was ill and feeling 
down: by the time it was over I felt much, much better. I 
ask for itle more from my ‘nasties’: a pox on those who 
can't share! 

А film about being lost in the woods. Don? Go inthe 
bods underlines the idea by wandering from its соге 
characters here there and everywhere, bringing the slash of 
‘he killer's blade to as many incidental victims as possible. 
If that leaves the storyline incoherent, so what? Let's make 
that incoherence a badge of honour. It amazes me that | 
bave to say it, but: this is à very gory йт wilh lots of 
violence and murder, Bryan is giving us precisely what we 
deserve and desire from a film called Don? Go in the 
Woods! Would Godard use that nomenclature? Peter 


Dirty Games in Hollywood 


Greenaway? Dont Go in the Woods (and yes, the grammati- 
cally inelegant title does seem to forbid alfresco urination) 
‘offers all that you could reasonably expect from а low- 
budget horror fick about murder in the country: indeed, it 
ое further and tosses in psychotronic dementia and bizarre 
‘electronic music too. Anyone who ever paid a penny for this 
experience has only himself to blame if it fails to deliver the 
existential insight, metaphysical scope or action-adventure 
thrills they were seeking. In many ways this is the филиз 
sential video nasty. Апу aberrations like Abel Ferrara’s The 
Driller Killer are hardly the point; Don Go in the Woods is 
cheap. gruesome, and yet operating on some sublime 
atavistic pleasure-requency. The many savage killings are 
like tales hidden in the dirt of the film's mise-en-scène (ог 
maybe thats just the transfer), and they keep on coming, 
leaving no time for distracting subplots or time-wasting 
nods to the mainstream. The story has а gadfly irritability: 
по sooner despatching one luckless camper than moving on 
to the next It's the logic of commercial horror filmmaking 
taken to the extreme. I just wish it had been a hit: can you 
imagine Pan 112 

The term ‘video nasty” is now an absurdity, invented 
by the press years ago and pounced upon by the likes of 
British media campaigner Mary Whitehouse (deceased); it 
‘means nothing today, when all of the films once banned 

available on eBay. I'm using it here as а 

historical marker. but even ignoring the glamour of 
illegality, 1 would always have felt attracted to this quasi 
_ar-brut horror flick. It may be fetishistic (or worse sti 
nostalgic) to carry a torch for the nasties, but lens not 
forget: many of the films on the banned list were there 
simply because they were cheap; lacking inthe niceties of 
studio production, and lacking moreover the industry 
muscle to defend themselves. That confluence of cash- 
based aesthetics and business manipulation lives on today, 
Irs actually а sign of something special that this reviled 
litle movie should have alarmed lawmakers and тогайы, 
‘when some big-budget lamp like The Omen failed to 
provoke a single governmental goosebump. Yet, oF all 
‘cases for reappraisal, Рот? Go in the Woods has the lowest 
profile. Personally, 1 would screen it at my own fantasy 
‘inematheque in a second; and here's why... 
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The four main characters, Peter (Jack McClelland), 
Craig (James Hayden), Joanne (Angie Brown) and Ingrid 
(Mary Gail Artz) bicker, pull pranks and fall out with each 
other in time-honoured slasher film fashion, and they are 
joined in this supposedly remote and unspoiled mountain 
region by so many other hikers that it feels like rush-hour 


on an ant-hill. A painter and her baby daughter, neo pairs of 


nnewly-weds,a fisherman, a chick on roller-kates, an 
elderly couple, and even some guy in a wheelchair: all 
seem drawn to the same patch of mountain, only to fall 
foul of the best psychotic mountain dweller since the 
‘cannibal family in The Hills Have Eyes (Tom Drury, 
wonderfully gross and threatening in the killer s role). 
e fragmented, episodi 

Kingsley Thurbe 

score is much given to sudden spurts of 
weirdness, brief snatches of country 


electronic 
ar, and - my 

favourite — the maddening “steel puke” effect that Bryan 
explains in the following interview. All of Thurber's 
cues are shor, and Bryan peppers them liberally 
throughout. Their brevity and variability add a jagged, 
iccupping madness to the movie. However, two music 


cues are employed frequently enough to be called themes. 
One is a moody synthesizer tune (not unlike the main 
theme from Ulli Lommel’s The Bogey Man) which plays 
over later scenes, adding а sombre hue that sits well with 
the dusk-lit locations. The other is а rhythmic piece for 
synthesizer. so caveman-crude it could have been played by 
the murderous mountain-man himself (and sounding for all 
the world like early DAF or Throbbing Gristle) 

The music cues confuse the film's time-frame. We're 
иней to horror films beginning with а shock-cu 
then progressing їп а lighter vein, before darkening in 
mood as the nightmare encroaches. Bryan, however, uses 
‘comedy music over two or three scenes at the beginning of 
the film, then returns to it again well past the half-way 
stage, by which point the lead characters have suffered 
casualties and the aforementioned sombre cue has already 
begun to work its magic. This has the effect of looping the 
viewer's emotional orientation: it's as if we're back near 
the beginning of the movie, as lost in time as the characters 
are lost in tbe woods. Bryan hastens through transitions 
from sunlight to darkness in a way that shuffles evening 


с feel is amplified by composer 
and by Bryan's hectic sound editing. The 


and morning, and the resulting time 
bated by the often shaky day-for-night scenes. 
much of this is accidental, but tend to just g 
flow, allowing the mistakes to determine my feelings 
tandem with the more intentional elements. The resu 
film whose errors and technical failings actually imp: 


rather than impede the overall experience 

Unlike a more run-of-the-mill slasher film, there's а 
distinct tinge of humour to some of the action, which w 
not exactly sophisticated (the wheelchair-hound “hiker” f 
example), does mean that we're a long way from bores like 
Edwin Brown's The Prey (1984) or bland efforts like 
Andrew Davis's The Final Terror (1983), The script has 
share of amusing lines: 


You mean Here are litle furry 


perverts running around out here?” asks Peter, when Craig 
recommends looking ош for rabid animals “act 
‘contrary to nature” love the anguished сту of "I 


sorry!” from Peter when he accidentally stabs a passer-by 
he's mistaken for the killer; and the acting of the new 
wed couple in the camper-van scene is so oddball you 
wonder if Curt Thundercrack’ McDowell directed it 

Bryan's violence, while lacking the graphic (read 
expensive) detail of a Tom Savini assignment, is spirited, 
impressive, and very frequent, I's a wonder the killer c 
everyone into his schedule, as he works flat out, murdering 
an unlikely array of secondary characters and ensuring the 
movie never gets bogged down in unnecessary deviations 
from slaughter. We're treated to а limb-severing in the first 
five minutes, there's a wonderfully gory tabbing through a 
painter's canvas, and a scene where а young couple are 
"up in their sleeping bags and then stuck with knives is as 
good as anything in Friday the 13th. The awful f 
Joanne is another grisly highlight, with the editing and se 
design making. 
close 


et demise hacked to death in a rickety 
landed with rotting fabrie, quite horribly 
memorable. (lt reminded me of the gruesome first murder in 
Theatre of Blood, with Michael Hordem hacked to death by 
"ramps amidst sheets of polythene), Speaking of the shack 
scenes, the Mountain Man's home is startlingly similar to 


Nightmare USA 


si of Jason Voorhees in Friday the 13th Parr 2, which was 
x following year, and it wouldn't be the first time the 
ч horror franchise had “borrowed” ideas from less 
own films, now would if? 
are lots of details to enjoy, but it's the overall 
of the movie that works for me. There's somethin 
1g about the film's minimalism, its simple 
ented structure, and its streamlined visual palette. 
f the prosaic grounding in sensible filmmaking 
ihat weighs down many other slasher tales, You 
wld eall it an impressionist slasher film, with the hard 


isi of (plot)line removed and the contents left to swill 
in a defocused drift of greenery and gore. It feels 
ie a borderless amalgam of several different slasher 
tales, taking the raw essence and discarding the 
es ofeach. The scenes where Pete is first rescued 
pialised then absconds to retum to the woods and 
enge Joanne - probably the closest thing to a plot 
ievelopment in the movie — are over so quickly you could 
forget them. Your mind wanders, and somehow Pete 
eling he's been 
To me, Dont 


л the Wood is psychedelic: not in a clichéd sense, with 
ring colours and fish-eye lenses, but in its wrenching 
between the simplest of horror tales and its 
red, lurchingly off-kilter realisation. When 
s from serviceable to lousy (as 


onally the acting ve 
‘a a terribly dubbed campfire scene where the actors seem 
he worst fine 


e vying with each other to deliver 


you get the conventional pleasure associated 


d' movies; but Bryan has brought somethin 
Jed, unsophisticated and truly idiosyncratic to the 
table: it's not just a case of the desire to make "normal 

thwarted by lack of skill, 1 love Friday the [3th 
snd 1 don't want to run it down, but Роп? Go in the Woods 
ca Friday the 13th left out in the rain, with 
irs smeared and йз characters washed into their 
ands, and that's an entirely more exciting prospect 
ncorrigible aesthete like myself 


y Games in Hollywood 


ritish horror fans know James Bryan as the director of 

the banned “video-nasty’ Don? Go in the Woods, a 
wonderful low-budget slice of rural mayhem classified as 
obscene in a series of British legal trials, and banned under 
the terms ofthe 1984 Video Recordings Act. The rest of 
Bryan's filmography has, until now, remained largely 
obscure, which is a shame, since his early films deserve 
much wider exposure, His debut, The Dirtiest Game in the 
World, offers scenes more shocking than anything in his 
notorious gore classic, and even today it would likely never 
receive an uncut release in this country. Bryan's movie 
career began in the late 1960s and his early work, though. 
primitive in many respects, is influenced by the hippie era's 
dream of artistic subversion through sexual frankness and 
the confrontation of taboos. 

Not ай of his films repay the closest scrutiny: in the 
1980s his ongoing friendship with idiosyncratic actress and 
producer Renee Harmon led to a couple of hastily-shot 


action movies lacking in focus and thrills (not to mention 
money), although they still have points of interest for fans 
willing to put aside their many flaws, With an ethos that 
demanded he should keep working come what may, it's not 
surprising that the quality of his workmanship varies, but 


Bryan nevertheless exemplifies a classic American tenacity: 
e frequently thwarted ог 
diverted, he never gave up on a project, sometimes 
struggling for several years to get a film onto the screen. 
From the shocking extremes of The Dirtiest Game in the 
World о the melancholy pessimism of 1 Lave You 2 Love 
You Nor, and from the makeshift action of The Е 
Part Il to the bangdog capers of Escape to Passion, Bryan 


Although his intentions we 


demonstrates а truc passion for filmmaking: Don? Go in 
‘the Woods is really just the tip of the iceberg 


A images tom Dont Go in he Woods. 


landscape achieves: 


wor arb 
Peter (Jack MEC 
Art) fd te тала 

ны win eir sles. as 


Tre enous 


көе (gle Bown 


The Mountain Man 


ues Br et а parents, ока 1943. 


Early Days 


James Bryan was bom in Houston, Texas on the 15 May, 
1943 (he's the same age аз fellow Texan Tobe Hooper) Не 
grew up in East Texas where, аз һе explains, "the Spanish 
srypto-ewish side of my family settled in 1720 and ihe. 
Irish-Welsh-French Protestant side settled in 1854" His 
father and mother came from sharecropper farming back- 
grounds: "The relatives on both sides all had that Dorothea 
Lange Depression look about them, refugees from a very 
poor rural South. I spent a lot of time at the movies - my 
parents, who were products of the Great Depression, were 
big movie fans as well” 

‘Young James was soon drawn to an active engagement 
with film: “Н was standard 8mm that 1 first encountered. 1 
used pliers to splice the film, which crimped it, creating an 
odd optical effect at cu,” he recalls. This wouldn't be the 
last time that technical restrictions would leave their mark 
ов his work: fortunately, splicing tape was soon available, 
1 shot lots of 8mm, enjoyed seeing lots of films and 
afterwards spent hours trying to break down the way special 
effects were achieved. 1 read everything and anything 
available about filmmaking. Old back issues of Life 
magazine at the library and the motion picture chapter of 
‘our Compton Encyclopedia along with TV documentaries 
like the Wolper series." After reading reviews in Time 1 
would drive a hundred miles to see а new release that 
wouldn't play locally for months 

For Bryan, nurturing a teenage obsession with the 
movies, cinema was more than just а distraction: life was 
film, In the days before home video, to actually own a copy 
‘of something seen on he silver sereen was the stuff of 
dreams, and celluloid itself possessed talismanic signifi- 
cance. Bryan rummaged through bins behind old movie 
theatres, collecting discarded film rolls, trailers, and damaged 
ойс» from release prints. His quest was to see how the 
‘magic worked, to absorb the lessons and learn how to make 
it all happen. When AIP released their first low-budget drive- 
in movies, he was thrilled not only by the stories, but also by 
the accessibility suggested by ther lack of polish (just as 


subsequent generations would find the technical primitiis 
of punk rock inspiring). "I thought hey, 1 can do this!" be 
recall." really enjoyed AIP films, pe-Corman, that was за 
awakening for me. 1 liked the beach party films too. I liked 
the Poe films later, but it was the drive-in pictures ike 
The Killer Shrews or The Giant Claw, ай that nonsense! 
They were liberating because there was nothing like them. Н 
didn't matter how bad it was, they finished the film and got 
it on the sereen. They were so bad they were great.” 


From Laboratory to Film School 


In 1963 Bryan graduated from the Stephen F. Austin 
University in Nacogdoches, Texas, with a Bachelor of 
Science degree in Biology. He worked the summer at a 
cancer hospital in Houston, prepping and observing do 
that were the subjects of experimental organ transplant 
surgery. November of "63 saw him interviewed fora job at 
the Medical School at Parkland Hospital in Dallas, on the 
day after J.F. Kennedy was shot. Conspiracy theorists may 
want to add Bryan's recollection to their data: “Our guide 
through ER was а resident who was present at the JFK ER 
scene. In 1981, his TV demonstration of JFK's wound 
differed from his 1963 version to us Med School applicants, 
їп that he moved his hand from the front side ofthe face to 
the rear side of the head." 

The following year, Bryan took а scholarship funded by 
2 US Army grant, for Graduate Studies at the Vanderbilt 
University Medical Schoo! in Nashville. There he indulged 
in the traditional college excesses of sex. drugs, rock'n'roll, 
and vivisection: “1 fell in with the wannabe music crow. 
went out а few times with the young Tammy Faye (yet to be 
Bakker) and spent a year removing fat pads from the gonads 
of euthanized lab rats,” he deadpans. By 1965, Bryan had 
seen enough of animal innards (for а while at east) and 
opted for a career change: he applied for a place at film 
school with The University of California, Los Angeles 
(UCLA), beginning his studies in September of 1965. 

Bryan's fis real job in the movie industry came in "66 
as cameraman for a documentary called Operation 
Bootstrap. funded by the Rand Corporation (a non-profit 
organisation set up after World War Two, “To further and 
promote scientific, educational, and charitable purposes, ай 
for the public welfare and security of the United Sa 
America.” as their mission statement pat it). The subject 
was a community computer-training program set up in the 
Watts neighbourhood of Los Angeles after the 1965 Watts 
riots. Bryan also worked as ап usher at the Beverly Thea 
in nearby Beverly Hills for a short time and followed that 
with a stint as a UCLA film class projectionist Around this 
time, he decided to move from his campus residence at 
‘Westwood, instead heading for Venice Beach, drawn there 
by what he saw as its “enticing New Bohemian reputation: 

n 1967, after a job as gaffercum-arip on a 
documentary about the death penalty called Religion in Ja 
made by Michael Parks for The American Civil Liberties 
Union, Bryan directed his first film, an animated short 
called Inner Limits. Beyan describes it as а sci-fi concept, 
“in the Outer Limits vein, a visual pun on the unified field 
theory using а series of dissolves and pull backs starting 
from а close-up on one of many busy pens making notes in 
a lecture hall and quickly moving back to global, planetary 
galactic and ultimately universal views. The universe is 
revealed to be a small glowing mass ina particle generator, 
and the voice-over physics lecture is cut short when the 
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slowing mass/universe is bombarded with accelerated 
particles by a pair of ambitious researchers in search of new 
arant funding.” With gratifying speed, Inner Limits received 
immediate television exposure as part of a CBS Special 
called The New Communicators, overseen by Lee 
Mendelson, the producer of ihe Charlie Brown cartoons. 
With this cosmic comedy under his belt, Bryan took an 
interest in darker ideas: they were to cause him serious 
psychological complications. 

California in the late 1960s was a socio-cultural hotspot, 
a lodestone of 20th Century Wester culture. Bryan was 
embroiled in the fantasies and dreams of the day, and 


UCLA was an electric environment, if you were so attuned 
Studying there, says Bryan, "was empowering in a social 
sense, Given the “Dawning of the Age of Aquarius" 
ıd the experimenting with drugs and sex, any level of film 
production was a chance to create а Happening-like state. 
We all walked the walk and talked the talk and wore the. 
Hippie uniform and had the long hair and practiced creative 


monconformity and believed our joy would go on forever 
Civil disobedience and police riots put a different spin on it. 
So while we all giggled finding Francis Ford Coppola's 
Nudie" outtakes in the editing room and gossiped about t 
last year's film students who centred their rock band around 
an electric organ and opened at the Whisky-a-ûo-Go and. 
became The Doors, another of our merry pals indulged 


inclinations toward sexual mutilation and murder while 
partaking of LSD. A couple more exercised their rights 
lo perform as police agents at local and federal levels, 
compiling personal data and attempting to encourage illegal 
political gestures as а means of protecting the greater good." 
Aware ofthe huge cultural changes going on around 
him, Bryan sought to develop his aesthetic awareness, a 
was not satisfied with a merely passive relationship to Ar. 
їп particular, he felt drawn to the category of aesthetics 
red ro as ‘the Grotesque’: "It was during this period 
tat | stumbled onto the primitive power of the aversion 
ex.” he recalls, 


‘When purposely embracing those things 


nally seem horrifying or repulsive, my aversion 
sense mechanism shifted, refocusing onto new associations 
my case, natural textures. 1 spent a terrifying few months 
rated, even psychotic, reactions to usually 
gs like the texture of bark on trees. Afer a 
ual and fitful recovery, I treated aversion with a great 


result of trying to embrace the common things of 

aversion by a deliberate force of will, It seemed to me that 

ion was а primal reflex, а raw non-rational mechanism. 
that 


рес. believe my texture-drected aversion was 


у it's gross negative reaction, creates an opposite 


sich we see rationally as attractive, desirable beauty: 
The displaced aversion that Bryan refers to has similar- 
isto the synaesthetic experience accessible through LSD: 
asked Bryan if he thinks the drug could have played a part 
s alarming reaction: “The LSD experience was in the 
air at that time,” he admits, "and was а huge influence on 
e and all my fellow students who lusted after the artistic 
п of an altered consciousness. R.D. Laing had just 
published id problems as positive creative 
sic influences, so it seemed the drugs your brain made 
just as good as the drugs recommended by radical 
Harvard professors! My aversi 
icular personal psychology. My interests moved me to 
астр! to formalize in some small way an aesthetic for the 
esque, at least in terms of images. | was leaning toward 
eas of deformity as biological violence. Images of rot and 


interest was рап of my 
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decay fascinated me, but I was too socially well-behaved to 
о so directly to the boundaries of accepted or conditioned 


"aste, | was excited by the notion of causing my audience 
discomfort on an artistic level but not to the degree of 
damage of a psychic sort. Not ‘full on torture, maybe only a 
tease at torture. And ses it was all humorous to me! = up 
ий! the aversion demon tumed on me. 

Bryan would eventually inconporate his love of decay 

imagery in Don! Go in the Hoods, with its filthy mountain 
in a rotten, tumbledown shack, but before that he 

attempted to explore his fascination with "biological 
Violence" in his second film: “I did а student project 
involving a fer ler who was an amputee, and 


proached a coed who had lost а leg as he result of an out 
‘of-eonttol Frat Party colliding with an out-of-control police 
officer, who fired into the crowd. She explained to me that 
her friends thought it a great idea but her parents worried 
that 1 was disturbed and might be planning а nude scene for 
sick reasons of my own. We talked about it for a while and 
greed it was not a situation that could please everyone, so | 
went to the Blonde actress who sings with Mike Hall in 
Escape to Passion, and she wore а special device that 
worked just fine from one ang 
Bryan was essentially looking for ways to represent a 
dissident atitude, and playing with i ficiently 
imense way to cause himself some psychological problems 
(be sort which, when added to vast amounts of LSD, would 
result in a significant 
lost in their own private hells in the fallout ofthe hippie era). 
Although Bryan's use of LSD was not quite so extreme, he 
didn't emerge entirely unscathed from this period of his life: 
My pseudo-deformity ultimately was made manifest when a 
life time of irauma-induced selective blackouts finally erased 
enough brain cells to leave a big empty space ar the centre of 
ту brain. The doctors who gave me the MRI results asked if 
1 had been a prisoner of war or suffered some extreme 
chemical exposure. A certain kind of anxiety would cause. 
people, events ог situations to disappear, At one point 1 
began to be aware of them as they happened, people as black 
‘outlines that 1 didn't recognize and objects that I couldn't see 
ety was no longer attached to the 
bject. At odd times the erased situations reappear as half- 
a recollections, like scenes from a script 1 might have 
cal. These things are 
relatively mundane and don’t seem to be antisocial or 


umber of so-called “acid-casualtes 


ос find ший afer the am 


writen; I'm never sure if they are 


horrifying. The effects are just a litle disturbing, in that 
recall is bitch. I remember a name 1 should know, or the 
spelling of a word, or even a specific word sometimes hours 
after 1 reached fot it. Word recognition is sometimes 
interrupted in the midst of conversation. 1 do find this 
situation humorous and have worked out a few ways to kick- 


start my brain when it stalls, It seems the brain keeps 
duplicate files in odd places and most cells are 
interchangeable, so that any synapse will keep the wheels 
ing over as impulses search for allemutive connections 
until a circuit is complete. I just have to keep a steady supply 
‘matter snaps into place." 
While these experiences relate mainly to Bryan's 
personal life, he did follow through when it came to pushing 
the boundaries of what could be shown onscreen, The 
violent imagery of his first feature film is more sexual than 
textural, but it nonetheless acts as а gross confrontation with 


of simulations coming and the 


taboo, and must have created йз own aversion responses in 
unsuspecting audiences who wandered in to early screenings. 
of The Dirtest Game in the World. 
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Dirty Games in Pornoland 


Like many a film graduate in the late sixties, Bryan found 
the swiftly tumescing adult movie scene a valuable 
resource when it eame to hands-on filmmaking experience 
One of his fellow students at UCLA was director, producer 
and soon-to-be one-man por empire Bob Chinn: "Bob and 
| were there at the same time and worked on class projects 
together.” Bryan remembers, “the camera cours, for 
example, which involved being put in small groups to 
shoot a selected type of scene, silent, with each person 
doing camera in tum with a hundred fet of 16mm black 
and white film, while the others acted as crew and talent. 

1 didn't know that he'd gone major into pornography. We 
used to make jokes but no one was very serious about i 
Bob Chinn is a really nice guy: he's easy to talk to. He's 
mot insane like some people are in that world, We both did 
“nudie” and hardcore films independently with the same 
producer, Dick Aldrich, in the early seventies. That was the 
last time I had contact with him. 

In sympathy with the tenor of the times, Bryan saw sex 
Ims as subversive: "Everybody was in a race to be mor 
sexual than the next person." he ге 
attitude of the day. | made some low-budget nudie features 

afier getting out of UCLA Film School during the hippie 
‘epoch, in an effort to thumb my nose at society and. 
convention and the Studio system.” These features — 
The Dirtiest Game in the World (1970), Escape to Passion 
(1970) and / Love You 1 Love You Nor. 
(1973) = were cheaply made, shot 
largely hand-held on 16mm, b 
‘each of them is an effective, 


dramatic feature with a 
smattering of mostly 
plot-driven sex 


unlike the wave of true hardcore that would eventually 
predominate, in which narrative was so rudimentary and 
disposable that it frequently disappeared altogether. 

Bryan made his debut as director in 1970 with The 
Dirtiest Game in the World, and it's undoubtedly his most 
shocking film. Titus Moody plays Titus Moore, а 
struggling politician unhappily married to Felicia (She 
Powell) an alcoholic with whom be refuses to have sex. In. 
order to gain the youth vote and win a forthcoming 
lection, he is advised by corpulent party bigwig RJ 
(Coleman Francis, the director of The Beast of cca 
Flats) to involve himself with the campaign to legalise 
marijuana: 

LSD smokers and suck ‘em over on our side, 
Titus, accompanied by his nerdy sidekick Frank (Frank 
Millen), makes contact with hippie campaigner Bruce 
(Bruce Beard), who introduces them to his housemate Jean 
(ean Stone). She offers the two politicians a joint, Frank 
типе away in horror, but Titus “tums on’ and inhales. Soon 
he's being initiated into the hippie lifestyle by Jean, who 
invites him to eat raspberry jam from her snatch, and thea 
Turns him on to something else he's never tried before 
namely a strap-on dildo up the derrière. Titus initially 
seems to be embracing the lifestyle and values of his new 
friends: be tells R.J., “These people are more 
‘than we thought. Their муе of living iy unique and. 
natural. They respond to a universal cosmic energy 
source." "Horseshit"stags RJ. “What 1 want to know is 
how many votes can we squeeze out of "em?" Back at 
home, lonely frustrated Felicia falls into bed with Titus 
buddy Frank, who reveals that he's in love with her. Titus 
returns and sees them jn flagrante but steals off again. 
unperturbed. Felicia gets wind of her hubby's new life in 
Bohemian La-La land and sets out to confront Jean, who 
promptly seduces her too, drawing her into а roadsid 
lesbian clinch by the oil pumps at the edge of town. (“My 
inspiration was The Beatles’ Why Don? We Do I in the 
Road?" Bryan says.) However, Jean abruptly rejects her 
afterwards, and after spurning the genuine if goofy 
affections of Frank, Felicia starts to crack. She arranges an 
orgy: the guests include Titus, Jean and Bruce. Once the 
party is swinging, Felicia dresses in SM garb and stalks 
the room, whip in hand. Flying into a rage, she whips Jean 
and gashes Bruce with a knife. Jean retaliates by raping 
Felicia with a strap-on dildo, while Bruce, Titus and the 
other guests hold her down. Humiliated and out of her 
mind, she staggers to Frank's apartment and lets herself in. 
Finding he's not at home, she goes crazy and slashes her 
legs, her vagina and her nipples with a razorblade, 
smearing herself head to foot in blood before committing 
suicide by firing а gun up her snatch, Frank finds her 
blood-caked corpse and goes on the rampage, pate- 
crashing the orgy and shooting both 
Bruce and Titus, who dies 
‘complaining that his 
career is ruined. 
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ied by Un chien andalov. My goal was to have Jean Stone, on the other hand, both give strong, forthri 
ences either go directly into orgy mode in the theater performances. Stone, as the cynical hippie who seduces 
wi out to the street and throw up in the gutter, А good first Titus then Felicia, is pivotal to the story. Bryan recalls = 
audience did head for the exits but no one ever of his star: “Jean Stone, an Australian girl, had a political 


Payne 
unists who went to Russia in the 1950s, so her idea Забор ce 
heme and was so popular in Washington, DC that of politics and sex was really different! 1 ran into her when Ho 


xed for their money back. At least one patron in Montana background, She was one of a family of Australian 


we he made it to the exit. The picture had a Com 
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she was working in a bar where they were supposed to 

have nude dancers but she would get nude and then give 

health lectures, sexual health lectures, to the guys! So it 

was different, Somebody said "You should get her There 

was a political theme to the picture, and because the film 
ıd the whole approach was 


was weird and strange a 
different, 1 said okay.” 

Stone makes her entrance doing an energetic rever 
striptease in her sunny apartment (actually James Bryan's 
Venice Beach house at the time — it later Featured in Vernon 
Zimmerman's Fade to Black), starting off nude and then 
gelling dressed while dancing to one of the rollicking 
Country Al Ross songs dotted throughout the film. The 
next time we see her she's turning Titus on to grass, before 
engaging him in a polymorpbous sexual tryst that must 
ave had а few unsuspecting punters splutering into their 
raincoats (if you get my drift). The strap-on scene is a rea 
brown-eye-opener, but it's played as part of a montage, 
including shots where Titus fucks Jean too: in effect, Bryan 
declines to exploit the shock value of male penetration and 
substitutes а playfulness and sense of erotic exploration. 

tone, who resembles a young Patty D'Arbanville, also 
shines during dialogue scenes, coming across as a natural 
screen performer whose casual line readings are all the 
more impressive next to the palpably awkward Moody. 

The Dirtiest Game in the World is a compelling debut 
that holds your attention throughout its (admittedly brief) 
Tunning time: at just over an hour it seems the ideal length 
Tor a sex drama of this kind. But it's a cold film and not for 
everyone, filled as it is with mean, loveless, cynical and 
unsympathetic characters. Titus is needlessly cruel and 
callous to his wife ("The only reason I'm here i that a 
senator needs a wife to get votes, After the election we're 
through”), the initially likeable Jean turns nasty after 
seducing Felicia (7а! Are you kidding? You didn think 
‘hat was for real, did you?” while minor character Frank, 
although honestly devoted to Felicia, is two-faced with 
Titus — willing to screw his buddy's wife behind his back. 
while tying to stoke up trouble with R.J. “No-one can be 
trusted” seems to be the (rather paranoid) theme. 

As for poor Felicia... She's an alcoholic, she can't 
arouse her husband, her lesbian lover dumps her after one 
munch, and her desperate attempt to ‘swing’ her way back 
into hubby's heart leads to rape and humiliation. She's 
doomed because she can't let go of her bourgeois values: 
instead she's consumed by fantasies of vengeance against 
the woman who's ‘stolen’ her husband. Her attempt to take 
control as an S&M Goddess ("Tonight what 1 say isla 
Understand? ") ends in mockery and degradation as she 
gets raped by her love-ival ("Right his is it you neurotic 
‘unt. Sheryl Powell's sexually frustrated Felicia would 
have fined neatly into John Waters's Desperate Living, 
‘thanks to a performance that is at times melodramatic to 
the point of camp. She's always impressive though, and. 
makes a credible, tormented focus of attention as the film 
gathers pace for its gruesome, upsetting pièce de 
résistance. Her decline into madness may be a little 
overdone, but by the time we see her gouging a razorblade 
into her pusss-lips only a few dichards will be laughing, 

Certainly, the film was a shock to the system for those 
who saw it first, as Bryan recalls: “I showed the film to a 
lot of people, it was a few months ahead of its time and 
no-one knew what to do with it. They felt it was way over 
the top. Some distributors got really upset as to why 1 
would make such a film. 1 was mixing sex, an exploitation 
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clement, with comedy and with politics and with vio 
And you didn’t do that! David Friedman was one of th 
first people 1 brought it to, and he said, “Well, I'll make 
you this deal" but 1 didn't trust him. He owns carnivals 
and I'm gonna trust him? | don't know, maybe 1 shoul 
have! So 1 said, “I'm sorry". Everybody was in one fit 
compound on Cordova Street, Seymour Borde, Wh 
distributed Don't Go in she Woods а few years later, 
rented a space from Friedman — I showed it to Seyi 
1970, right after him. I'm sure Friedman said go next 
door and show it to Seymour. But it was too much for 


him. Seymour wasn’t the one who had the strongest 
reaction though, that was Hal Herzon$ ~ he was very 
upset “How could you do this? What do you think you're 
trying to do?!" } was pushing too many buttons with that 
movie. I'd thought, they're coming to see a sex film 
they're open for anything!" 

The Dirties Game in the World hasn't received much 
attention recently from fans of °Х` entertainment, although 
it has an edge that prefigures the porno films of Walt 
Davis, Zebedy Colt and Jess Franco, Shot in March of 
1970, йз theatrical release was delayed until 1972, when 
Deep Throat cleared the way for further extremes. It 

sed the boat on video too: by the time it emerged as 
one of “Titus Moody's Cult Classics” in the early 1990s, 
the mould had been set and Bryan's contribution to sav 
by and larg, excluded from the history 
is always going to be best-known for his 
enjoyable slasher romp Dor! Go in the Woods, bı 
recommend you seek out Dirtiest Game: you can be 
that it too would have fallen foul of the Video Recordings 
Act if anyone had dared to release it in the UK! 

Dirtiest Game's star Titus Moody, best known to trash- 
movie fans as ‘Boo Воо" from Ray Dennis Steckler's 
immortal if unwatchable Rar Pfink a Boo Boo (1966) was 
one of Bryan's closest friends in the industry. “The only 
character | remember fondly from that period — what a 
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uy," he says. They worked together on Dirtiest Game and 
Escape to Passion, set up the short-lived video label “Titus 
Moody's Cult Classics" in 1991 to release their own 
id friends right up until Moody's death from 
cancer in 2001 

However, 1 don’t think I'm being too harsh if 1 say that 
Titus Moody is, on the face of it, one of the least likely 
ididates for a career in porno. Not that good looks and а 
hysique were a requirement in heterosexual porn, 


and sta 


Where hunks are rare and troglodytes far more common — 
it's his milquetoast manner that seems to militate against 
his chosen profession, as much as his lank hair and bank- 
teller looks, Moody always looks nervous, he stumbles 
and hesitates оп his lines, and during The лем! Game's 
y scenes he's the only guy who insists on wearing his 


boxer shorts. At times he cuts loose a bit to show he can 
perform more credibly 
‘ha this essentially gentle man seems to get the bit 
between his teeth, snarling at Sheryl Powell and half- 
throttling ber with a leather belt. Perhaps he was айга 
his own propensity for anger? Whatever, it's hard to hold 
these shortcomings against him — he’s an eccentrically 
likeable fellow who was obviously popular in the industry 
Bryan recalls “When I did Dirties Game 1 went to Titus 
to find a east since he did stills for everybody and knew 
all the actors and actresses in the adult film biz. At our. 
first meeting Coleman Francis was staying at Titus’s 
‘apartment, so 1 cast him in the film. 


ironically. it's during a rape scene 


E 
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Escape to Passion and I Love You I Love You Not 


Bryan's next flm, Escape 1o Passion, began shooting in the 
Autumn of 1970, just a few months after Diriest Game. As 
if chastened by the extreme response to his debut, Bryan, 
assisted by co-writer Warren Wintergreen (aka Joseph. 
Adamson), concocted а lighter tale: it's an out-and-out 
‘comedy for much of the time, albeit one with the essence 
of dead-end Loserville oozing from every pore. “Escape 
was, by the distributors request, not so explicit as Diriest 
Bryan explains. “The difference between "X' and 
soft -Х was more important in terms of what theatre a film 
could be played in, rather than the community standards 
that determine what might be illegal. The distribu 
owned the Pussycat Theater chain, which 
legal truce with all the local police authorities, 
Leo (Leonard Schumaker aka Leo Lyons, a f 
Bryan's days at the Beverly Hills Theater) is a ni 
weak-willed and chronically unambitious guy, working in а 
dead-end packing job, who is drawn to the lowest level of 
petty crime: plfering handbags from parked cars. His 
‘apartment is decked out with giant pictures of his idols, 
Edward G. Robinson and James Cagney, but for Leo, life 
ain't like it is in the movies. His shrewish "moll Judy is 
unimpressed with the oor! he brings home, and constantly 
borates him for being a lose. His only solace is in bragging 
about his criminal activities to Neds (Frank Millen), a 
simpleton who drinks with Leo at his favourite downtown 
bar. When his mean-spirited boss (Coleman Francis) refuses 
his request for a raise, and his girlfriend's moaning gets too 
‘much, Leo arranges a more ambitious robbery, involving. 
Neds and budding porn entrepreneur Jason, another bar 
patron; but despite assaulting a night watchman ("You 
criminals... you just got no respect for the law; have you!) 
һе emerges with a measly fifteen bucks. This is the last 
straw for his gil: “You're not a man, you're a wimp, a ball- 
ess wimp! Tou never were a тап, 1 laugh every time 1 think 


Game, 


of you trying 10 get оп top of me!” she screams Leo throws 
her out and shacks up instead with bubble-headed Cherry 
(Kathie Hilton), whose willingness to help Leo, rather than 
scom him, more than makes up for her ditziness. Frank 
decides to go for broke, now or never: а bank job. Jason 
ор out and Cherry opts in. so with simpleton Neds and 
space-cadet Cherry as his “gang”, Leo stages a heist 
Needless to say, things do not go according to plan. 

Escape to Passion begins with a well-edited sequence 
‘of the “hero” breaking into parked cars, Giving up empty 
handed, he walks disconsolately down an L-A. back alle 
where he sees a busty blonde strutting her stuf in an 
upstairs window. He appears to break in, brandishing a 
gun, and we think for a second that he's dangerous, until 
the girl responds with weary familiarity and chastises him 
for his immature behaviour. So begins the catalogue of 
petty humiliations that propels Leo into action. The 
exploitation angle is limited to full-frontal nudity, but 
akes a tum forthe grotesque (that word again) when Bryan 
films a prolonged scene involving the hugely obese 
Coleman Francis and two pretty girls getting it on in a 
"Crisco orgy? organised by Jason and his wife Marlene. Рог 
the uninitiated, this involves being smeared all over in 
loopy handfuls of white animal fat, used as a cheap 
lubricant in the days before KY gel. Quite how the room 
‘must have smelled as this muck basted the actors under the 
lcg lamps is probably best unimagined! Things take an 
even weirder tum as Neds, Cherry and the injured Leo 
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patecrash the scene after their bungled banik- 
hide out from the police. The party atmosphere 
like a shabby dolce vita for the gutterporn under 
until the police add blood and bullets to the 
Escape to Passion lacks the grimy intensity of Dit 
Game but it's still worth seeking out. With its shak 
gangsterism and weird sex, it's like a зой-рот variant 
an early Woody Allen film, with the element of 
parody lending a sardonic edge to the clichés 
During post-production on The Dirtiest Game in 
World and Escape to Passion, Bryan occupied an off 


cum-editing room on Market Street near Venice Beach, 
shared with Chris Munger, his cameraman and assoc 


producer on Escape to Passion (Munger would go o 
direct the enjoyably hokey Kiss of the Tarantula in 1975 
It was a prime location with hip eredential: local | 
held that Jim Morrison had stayed at the address early in 
his career, and Orson Welles had used Market 
locations for his masterly Touch of Evil. In early 1971, with 
Escape to Passion completed, Bryan moved downstairs in 
the same building, adapted an unused studio space 
belonging to LA. sculptor Larry Bell, and set up the 
Market Street Studio, shared communally w 
local artists and filmmakers. 

И was here that he began work on a satire of the sex 
industry called The Young Moviemakers (aka Girlie), whic 


tually emerged, six years later, as Boogie Vision 
Bryan pulled the cast together at Market Sire 


improvise scenes, which he then wrote up into script form 
“Meanwhile a sound stage was created, and sets built. 7 
Young Moviemakers was shot during 1971, and post- 
production began in "72: however, the project fizzled and 
stalled several times due to lack of money and energy 

In the meantime, Bryan worked as sound effects cdi 
on Larry б. Brown's incredible horror opus Аи Eve f 
Eye, better known on video as Psychopath: “Psycho 
was basically a soundstage picture,” he says, “it was a 
drama, an actor's pice. It was okay but very strange. Т 
‘Mr. Rabbey' guy, Tom Basham, was а very strange 
character, When 1 first saw Pee-wee Herman I wondered if 
it was him or an interpretation of him. 1 was involved with 


the music, with Al Ross. | remember those sessions well 
AI Ross was a devotee of alcohol... The path of least 
resistance for me was editing, because like with Larry's 
дей someone to get it done 
so much in post-production, that was beyond his 
get it done as 


film, he just he didn’t se 


involvement in a way. And so 1 felt I shou 
cheaply as possible and just cover the bases. 

With The Young Moviemakers dragging on, Bryan put 
it aside to direct another three adult-themed movies. The 
firs of these, Г Love You I Love You Not (the onscreen ti 
omits punctuation), was written and directed in 1973, and 
released in 1974, The impetus came from a job that he 
snagged as cameraman on an educational short, 
Introduction to Numbers, for Encyclopaedia Britannica 
Films. Bryan used the camera he was issued with to shoot 
his own movie. 1 Love You I Love You Not, "a more 
realistic psychological portrait, one woman's life in sex, 
Bryan puts it, gathers towards another impressively 
downbeat finale, but there are si 
fatigue. The sex scenes, though still not hardcore, are 


5 this time of directorial 


longer and more numerous, and they sometimes lack the 
рон 
Game. The sound edit gives the impression of being 


dynamics that gave t 


m purpose in Dirtiest 


completed in а hurry, with occasional blank patches lacking 
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sic and dialogue (a problem that would recur in 

mer Part И, another nishjob). That said, the 
slow bumer that transcends its limitations: despite 
ions it stuck in my mind for days 


follows the fortunes of Lynn (Lynn Harris) 
though she's married to Vietnam veteran Frank 


& Millen, here billed as “Frank Michaels), likes to 
ind with other men. Her friend Frances (Frances 
s her that she's losing control of her life, but 
and battens onto married man Leo (Leo 
ka Leonard Shoemaker), 


k tolerates Lynn's infidelity, but leaves in 


en Frances reveals that Lynn has told her of his 
ortcomings'. With Frank out of the way. 
tempts a lesbian seduction, Lynn rejects it, so 
ms against her = and jumps into bed with Frank. 
rejects Lynn, when she commits the cardinal 
s sin of telephoning his family home. Gradually 
closest to Lynn peel away, leaving her to sink 
ic loneliness and depression. Walking home 
gang of 


ndless and desperate, she's raped by а 
who abandon her in the midst of a muddy and 
iban development. Life seems to have reached 
Is there ti 


e to turn things around, or is 


This is a film probably best approached only after you 
atize to the rites and rhythms of seventies porn 
pathetic viewer, looking at t cold, would likely 
wenty minutes, associating the frequent sex 

ib a lack of artistic imagination, And fair enough 


xcıorial identity to be found. Besides all the serewi 
give serious, understated performances: and 

a perspective emerges on sexual alienation and the 
‘deferring emotional commitment. The opening 
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scene, where Lynn самота with a casual partner who keeps 
‘apa stream of jokes and quips, gets the sex off to an 
amusing start, but the man, though clever and funny, is 

early using wit and intellect to keep emotions at bay. This 
т not a distinction you would expect from a mindless 
faskfest, nor is it апу pretension: it's a classi case of a 
director exploring psychological reality within the flawed. 
framework of sexploitation. 

If there's a drawback to this movie, it's more structural 
than sexual: the story of Lynn. her failed ambitions and her 
indecision regarding the men in her life, lacks focus and 
meanders, You could argue that ће film and the leading 
lady suffer the same malaise, While some of this may well. 
have been deliberate, it's always going to be a challenge to 
reflect a character like Lynn without weakening your 
narrative, and Bryan slips into disarray here and there. He's 
fot exactly alone in this: he initially withholds information 
bout the characters, leaving us to piece together not only. 
‘the status of the men with whom Lynn shares her bed but 
the chronology of their relations too, This is a classic 1970s 
maverick strategy, redolent of such obliquely ‘dificult’ 
directors as Henry Jaglom and Robert Altman, I wouldn't. 
stress the similarities too much but there's no doubt in my 
mind that there was ‘something in the air" at the time; the 
firm's looseness is partially а function of the seventies 
maverick sensibility and not merely laziness. 

If you think this all sounds oo bleak and serious, 
dbere's always Bryan regular Frank Millen, who brings his 
comedic skills to a scene where he riffs, Scorsese-tyle, on 
Же revelation that lave-rival Leo has only one testicle; and 
he later shines during a scene in which Lynn's boozy 
mother seduces him (it's а classic of drunken embarrass- 
‘ent: he tells her he has а small dick; she pipes up with a 
rendition of I'm a Little Teapot’). 

1 Love You Love You Not is а curio, а post-hippie 
icomedown caught on film. "Free love’ has become more of 
o unsatisfactory habit for Lynn than a source of lasting joy 
‘or liberation. While the sex is at first presented as 
pleasurable, there's a gradually more enervated vibe to the 
Story that makes Lynn's vacillating emotional life the real 
focus of concern, Nice guy Leo seems to want nothing 
more than а bit on the side, but when Lynn starts to cling, 
threatening his marriage, Mr. Nice Guy tums into а he 
tempered loudmouth. Girlfriend Frances tries to talk Lynn 
‘oat of sleeping around, but her motivation proves to be 
selfish = her objection to Lynn's promiscuity is merely a 
prelude to a lesbian advance, When this fails she selfishly 
Spoils an attempted trace between Lynn and Frank by 
betraying a confidence about Frank's small penis. 
Hemiliated, Frank leaves his wife for good. Even Lynn's 
sumish mother tums her back. To cap И all, once Lynn has 
seareated into depression, Frances and Frank get it together, 
refosing to answer the phone when Lynn call for help. 

All of this makes for a rather downbeat view of the 
белое ideal. As often in seventies porno, the spectacle of 
ps and multiple couplings is served up to audiences who 
se then told how ruinous these things are in real life, It's a 
combination of prurience and moralising that permeates 
Sany an American sex film of the era. While 1 would 
Пр the film for its commitment to slowly draining the 
Бә from its narrative, isa pity that Bryan offers no 
Sitemative'positive spin on sexual hedonism. It seems the 
Choice is between unhappy, unsatisfying marriage, or 
denclincss and exploitation in a string of hollow sexual 
encounters. Like Felicia in The Dirtiest Game in the World, 
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Lynn tries to achieve happiness through sex but ends up 
finding only binemess and misery. In Dirtiest Game, 
Felicia's problems are caused by her inability to see beyond 
bourgeois notions of fidelity. Love Yon Love You Not 
scems lo explore the reverse angle = what happens in open 
relationships? — only to conclude that they led to the same 
depression, alcoholism and гароду as before. Perhaps the 
Sex film industry is inclined to spread this message because 
it leaves only рото itself as an option = “virtual infidelity 
without the dangers of sexual freedom or the stifling 
dictates of monogamy! 1 wouldn't make so cynical а case 
here = if James Bryan wants to tell sad tales of unhappy 
Souls failing to find solace in sex, 1 сап “dig” that. 1 just feel 
that this fîlm would have been enriched by а parallel story 
exploring a less catastrophic interpretation of sexual 
freedom. Perhaps the overall beakness of the movie 
inspired what followed, s Bryan tumed to greater explic- 
лез within a more light-hearted context. 


Enter Morris Deal... 


1n 1974, having paused atthe brink of hardcore with / Love 
You 1 Love You Not, Bryan decided to follow the example of 
others in the field, and make true hardcore films under a 
pseudonym. thus leaving his eal name fre of potentially 
‘damaging associations: and so ‘Morris Deal" was born. The 

irst film to appear from this alter eyo was High School 
Famasies, which Bryan wrote and directed in February 
1974 for producer Dick Aldrich (aka Damon Christian. It 
starred Larry Bamhouse, alongside adult-movie regulars 
Rene Bond and her husband/frequent co-star Rie Lutze, 
Nicole Riddell (who appeared in а, She Wolf ofthe SS the 
following year), and Leo Lyons (aka Leonard Shoemaker) 
(йот Escape 10 Passion and 1 Love You I Love You Nol). 

Freddy (Larry Bamhouse) is a teenage nerd suffering 
the time-honoured difficulty of bedding girts, in particular 
his dream-date Mary (Rene Bond). His friends, Buddy (Ric 
Lutze) and Moose (Tony Mazzioiti) have no such 
problems and try all sorts of ideas to help him, but all they 
seem to do is cost Freddy a lot of dough. One day they 
convince him to try а dose of Spanish Fly (which in truth 
they have made up themselves in their basement.) 
Somehow, their homemade brew actually works — when 
giris taste a soda spiked with the concoction they go crazy 
with lost. But the proud inventors discover they are unable 
to repeat their recipe. 
Unusually бога pomo film, an original soundtrack 

album was released": the film's rock'n'roll revival score, 

cording to those who've seen the film, is onc of its most 
persuasive features. Gene Sturman, an artist-sculptor Bryan 
‘met whist working as production assistant on Terry 
Sandery's Academy Award-nominated documentary Four 
Stones for Kanemits, did the music along with his buddy 
Bill Spater. "Gene Sturman had a band back in New York 
in the late fifties, early sixties,” Bryan remembers, “He cut 
a single and was picked up by Paul Revere and the Raiders 
for an East Coast tour. He really enjoyed doing the High 
School Fantasies music.” Sturman and his wife Jacqueline 
Cambas first met Bryan when they moved to a rented 
studio in Venice where Bryan was shooting the climactic 
orgy shoot-out ftom Escape ro Passion Sturman 
appeared as a motorcyclist who's shot down in that film, 
and played one of the rapists in / Love You Love You Not. 
Jacqueline Cambas worked fora while on the stop-start 
project The Young Moviemakers: an ex-UCLA student, she 
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began as editor for Tom Laughlin, and moved on to а 
successful editing carcer working on Paul Schrader's 
Hardcore and Cat People, and mainstream fare like the AL 
Pacino vehicle Frankie and Johnny 

‘Morris Deal” followed High School Fantasies with the 
appealingly titled Beach Blanket Bango, shot in September 
1974. It again starred homy couple Rene Bond and Ric 
Lutze, as well as several other cast members from High 
School Fantasies, joined this time 
Millen (as Frank Michaels) and Titus Moody. A spoof on 


the sixties AIP beach movies, it works in references to LSD, 


ıa haunted house pisstake, and the obligatory surf 
footage. Perhaps still carrying a torch for the provocations 
‘of is first movie, in the midst of this frivolity Bryan has 
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good-time ambience with actual war footage. For the period 
soundtrack, Dick Aldrich clinched a deal with a Hollywood 
music entrepreneur who owned a huge library of old demos 
by “sound-alike" bands of the sixties. 

Given that the sex industry was plumbing dark waters 
atthe time, with the grimy violence of Zebedy Colt, Alex 
De Renzy, Shaun Costello and Armand Weston going 
further than even The Dirtiest Game in the World had 
dared, it's interesting that Bryan's first two hardcore fis 
are such frothy, light-hearted confections, based around 
nostalgia and pastiche. Having directed the downbeat. 
pessimistic / Love You / Love You Not, one could hardly 
call Bryan a brazen hedonist, and Dirtest Game's 
denouement is still shocking today; but in both cases the 
acts onscreen were simulated. When it came to making 
fuck films with no-one faking it, Bryan essentially had no 
thirst to explore the more violent possibilities. His view of 
the industry was coloured by wariness about the psycho- 
logical fallout, as he explains: "The sex film biz is a 
universe of its own, bizarre and dark, hidden from the light, 
growing like a mushroom prospering in the collected dung 
It was а weird joumey filled with excessive people. I'm 
glad to be past that chapter. The рото industry will tend to 
‘make you neurotic, I think, after having worked with some 
people who really chum it ош, and have very specific 
rules, like а factory, 175 just the constant exposure that does 
it. You're getting the stimulation, things happen to you 
psychologically and physiologically, and, you know, there's 
по completion, по recognition of hat realty, so it's 
creating а certain level of frustration, like а short circuit 
Looking at the images and ай the simulation you'd have, 
you're genetically disposed to react but you're not reacting: 
You're not supposed to be involved in it, you're supposed 
to be working! If somebody is involved in it they're usually 
not working for very long! The consumer can exist in а 
sexual universe but the producer cannot. I's the factory 
situation, 1 realised hat it was too much. 1 started noticing 
people 1 had worked with а long time, and I thought, 
жей... everyone is a litle bit crazy here, and I think 1 
know the reason why! I did High School Fantasies, Beach 
Blanket Bango and some videos under the name of Morris 
Deal. But after doing two or three, the third time i's like 
"Oh по, this is pornography, this is not what 1 wanted to до, 
where's the joy in this?" 1 was thinking in terms of art wit 
Dirtiest Game, although I consider myself more like pulp 
fiction, in terms of effect. The first two films 1 made were 
like a fascinating journey into а strange land and reinforced 
that rebelblack sheep thing. By the third film the fun had 
wom thin and а not so good feeling of being just an 
everyday garden-variety pornographer began to colour the 
experience. Then AIDS put it all in the bad place as far as E 
was concerned. So Пей." 

‘Other things colluded to make working in the pom 
industry stressful, such as the constant difficulty getting 
paid, as Bryan explains: “That was everybody's big 
‘concer, ай the time, so what 1 wanted was paying up fro 
ога guaranteed amount paid in a certain schedule.” Рот 
‘connection to organised crime and the Mafia has been well 
documented, but Bryan had litle direct connection: "I was 
avare of the mob influence to some degree but it was all 
Nery quiet and disant, something to do with the other guy 
in someplace faraway. | wasn't а threat to any grand 
‘empires. But the ‘Godfather’ craze crested а nasty change 
when wannabe producers with a few bucks started carrying 
guns and acting tough. That was annoying." 
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The Market Street S 
Bryan moved to Silverlake on the Eastside of L.A, 
keen to build а new working environment, Ве set up 
Bungalow A, an editing facility at Scot Sound in 
Hollywood (“a place where really bad movies went to die 
okes). Bryan himself was in-house sound effects editor 
n a variety of projects that came through Bungalow A 
between "75 and "77, including: Bill Rebane's The Giant 
Spider Invasion; Robert Voskanian’s The Child; Larry 
Buchanan's Goodbye Norma Jean; Frank Packard's Abar 
he First Black Superman; Don Hulete's Breaker 
Breaker!; one of the many recuts of Wolfen (a film that 
didn't make it into cinemas for another four years); and a 
Polish impor called The Two Who Stole the Moon. He also 
made himself available as second unit production manager 
Gene Corman's Vigilante Force: "Peter Jamison, who 
had been the production designer on High School Fantasies 
and Beach Blanket Bango, was now picking up jobs from 
=. Roger and Gene Corman and rented space for props 
and costumes at Bungalow A,” Bryan explains. “Peter had 
talked Gene into letting him direct the second unit for 
nie Force and came to me to be unit production 
camera work ~ sunsets, special 


udio set-up dissolved in 1974, and 
1975, 


manager, I also did sor 
fects explosions and the like.” 
With The Young Moviemakers still limping onwards, 
Bryan started Lady Street Fighter, an action film with a 
martial arts slant, starring German-born actress turned 
ter producer Renee Harmon. Bryan explains, “For 
reasons of economy we shot Lady Streer Fighter with my 
ly acquired variable speed unblimped 35mm Arriflex, 
a scratch’ soundtrack that could be replaced with 
matched clean re-recorded dialogue track, since Renee 
included dialogue 
replacement; and so we stayed on budget. While filming, a 
assistant manually adjusted the speed control to 
he camera аз close to constant sound speed as 
le. Director Bill Rebane had finished The Giant 
Spider Invasion and was redoing an earlier UFO 
vodoction? and prepping a picture that required some rock 
55d roll music, We met in the Scott Sound transfer room. 
sod traded scores, High School Fantasies for the UFO 
score, which was used on Lady Street Fighter.” 
With a version of Lady Street Fighter completed in "76, 
sn screened the cut to distributor Harry Novak, whose 
kup The Child (see feature elsewhere in this book) was 
ж that time in post-production at Bungalow A. Novak 
rowed interest but then stalled for a year, before finally 
declining the film in 77, During this time, Bryan was not 
y working at Bungalow A but also working for Brandon. 
ase at Group | re-editing Italian theatrical import for. 
mestie release and assembling their theatrical 
29 Bryan had many discussions with the veteran 
butor and huckster, and he recalls Chase explaining 
the commercial winds were changing: "He told me all 


э4 a Пы deal with Scott Sound whi 


ding independent distributors were notified in an 
al way, by the major studios, that the majors would 
be taking over the independents share of the production 
and distribution business: essentially putting them out of 
business by producing the kind of exploitation films that 
previously had been low-budget summer drive-in movies, 
mith studio name casts and studio budgets. Also every 
c and drive-in would thereafter be considered “first 
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run’ or dedicated to major studio product, thus eliminating 
all the screens that had been available for ‘Indy? product 
The studios’ Indy squeeze would be interrupted in a few 
years by the home vídeo revolution, which effectively 
derailed their plans of total domination, but only for a 
decade or so. Their dream of ultimate control was soon 
back on track — until the present-day film business became 
truly international and the rules changed yet again." 
Bryan's headaches were just beginning with Lady 
Street Fighter, but in 1977 be did at last manage to heave 
his pet project The Young Moviematers over the finishing 
line. Six years on from its inception, however, times had 
really changed, and Bryan's adult-movie comedy satire was 
‘out of date. After showing the fine cut to just about every 
distributor or studio in Hollywood, and findi 
he recut, reshot and retitled it, as Boogie Vision. The 
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templates for this new version were The Groove Tube 
(1974) at the time a ground-breaking spoof on TV, directed 
by Ken Shapiro; and Tunnehsiin (1976) its immediate 
suecesorrp-ofl "The frst company | signed with was 
Crest, fom LA." he explains. "They did a few dates, 
started building it up. Then Universal, who had picked up 
The Kentucky Fried Movie (1977) and discovered they 
didn't know how to release this offbeat satire, approached. 
Jerry Репей at Crest with а sweet business deal he couldn't 
refuse, The unfortunate рап for me, and Boogie Vision, was 
that Jerry had 1o be exclusive to The Kentucky Fried Movie 
and he regretfully told me, în the nicest of terms, 1 was 
being dropped. So 1 decided to try releasing Boogie Vision 
myself, using the education 1 had received from working at 
Group I, having listened closely in those long conversa- 
tions with Brandon Chase: 

Bryan sighs: "1 released it through my own company. 
but it didn't appear in the right publications to be noticed. 
Releasing it solo destroyed my bank balance to such a 
degree that when Peter Tumer offered me an option on the 
Пеп script for S100 1 had to pass and gave him the 
number of the guy who was putting together The First 
Nudie Musical" 

Peter Turner was an up-and-coming writers" agent 
newly arrived from Chicago, and he brought with him a 
school chum called Garth Eliassen: Tumer talked himself 
onto the crew and provided talent, including Eliassen, to 
handle pick-up shots for the restructured Boogie Vision. 1 
was this association that brought Bryan and Eliassen 
together, and the two of them would shortly go on to reste 
Dont Go in the Woods in the State of Utah, home of the 
friendly and inviting Mormon Church. 


Life Among the ‘Destroying Angel 


Working around Bungalow A in 1977 was Craig Hill, an 
‘employee of Sunshine Releasing, a company that imme 
ately felt the effects of the ‘Indy Squeeze” Brandon Chase 
had described. Says Bryan, "Hill saw his job disappearing 
and explained to me there was still business here and there, 
and if he could pick up some reasonable product there was 
yet a little money to be made. | went to Charles Ver Halen, 
a producer and lab owner who would sometimes bankroll 
films, and explained our plan. He agreed to give us several 
‘of his not-so-recen films that had been sitting on the shelf 
Tora while, The titles included Curtis Harrington's The 
Killing Kind, and Messiah of Evil by Gloria Katz and 
Willard Huyck. New advertising was printed, the dates set 
the prints shipped, but difficulties with collections soon. 
had Craig back in Houston surviving as an accountant. I'm. 
sure Mr. Ver Halen saw some money but 1 never did, and 
Craig wouldn't discuss it. After getting play dates around 
the country, and knowing collections would be a long wait, 
1 jumped at the chance to take a sound effects job at 
Schick-Sunn Classis in Salt Lake City, on the Grizzly 
Adams TV series.” 

Bryan worked on the Utah-based TV production Gri 
Adams for three seasons. At that time, Schick-Sunn 
Classics (often referred to as Sunn Classics) were thriving, 
producing "NBC Movies of the Week’ and TV pilots like 
The Deerslayer, Earthbound, Nancy Drew and The 
Adventures of Tom Sawyer. Bryan was involved with both 
‘their broadcast and theatrical output, editing sound effects 
‘on docu-features like Beyond Death's Door, Encounter. 
with Disaster, The Lincoln Conspiracy and The Bermuda 


Triangle. He explains the set-up: “Sunn Classics released 
high concept Nature, Bible and UFO theatrical documen- 
"aries or docu-dramas, using a "four-wall! deal with 
theatres, essentially renting the auditorium at a flat rte and 
covering all other expenses, spending large sums on 
advertising, heavy on TV spots, to get a huge viewer turn 
‘out, then keeping all the ticket sales. It was a very 
successful strategy for a few years. Entrepreneur Patrick 
Frawley got into the “Tour wall’ game with a nature show 
starring Dan Haggerty about Siberian tigers, and after 
making a generous investment in а small Utah production. 
‘company, Sun Pictures, he subsequently took control, re- 
named it Schiek-Sunn Classics and set out to produce з. 
theatrical docu-drama, The Life and Times of Gi 

Adams, starring animal-handler/actor/producer Dick 
Robinson. In the course of shooting, Dick Robinson was 
badly injured by а bear. Charles Sellier, who began making 
airline safety films in Denver before producing nature 
shows for Sunn, stepped in as Frawley's agent, recast the 
film with Dan Haggerty and had it completely reshot 
Sellicr's successful formula got the attention of Fred 
Silverman at NBC and so the Grizzly Adams series was 
bom, Frawley believed Dick Robinson broke his contract 
and advised him to sue if he thought he had any money 
coming out of ihe deal!” That's when I showed up in that 
second team of sound effects editors. My boss left Salt 
Lake, and the series, at the end of that season, and 1 
stepped into the supervisor spot with instructions to use 
local editors. NBC was throwing one contract after another 
at Sunn Classics for TV specials, mini-series and "Movies. 
of the Week’, Since the only qualified local editors were 
already on staff I picked from the untrained and had to 
train them very quickly. The fis lesson was that the film 
used to space out or fil between sound effects had two 
different sides, a clean or cell side and а coated or emulsion 
side. The second lesson was how to splice two ends of this 
film with tape while matching the two sides, Next the film 
was wound onto thousand-foot reels, with the cell or clear 
side up or exposed on the roll of film, And so simple step 
by simple step the raining progressed. Developing the 
physical skills with various pieces of equipment was a 
matter of basic repetition and each trainee was instructed to 
notify me when they were ready to progress to the next 
level. Our itle sound editors! handbook that | put together 
to keep each sound editor's work consistent within the 
department was passed on to the Sound Department at 
Paramount o train their new people." 

Bryan spent four years working for Sellier at Schick- 
Sunn Classics. His recollections of the unusual pressures 
‘working there offer a glimpse into a world within a world 
‘within a world: the Mormon American Film Industry: “in 
Salt Lake City, at the time I arrived to work for Sunn 
Classics, he Mormon Church was changing to 
accommodate a faction of its young membership who were 
not fitting into the standard image of the young Mormon. 
Following up on the popularity of Donny and Marie 
‘Osmond, the approved Farrah Fawcett hairdo could be 
replaced by the short and perky Marie Osmond cut. The 
Donny style in men's fashion, seen in American Gigolo, 
was accepted as well. The Church had a boy's and girl's 
youth auxiliary where teenagers were taught proper. 
grooming, which tumed out to be a bit of a joke outside 
Utah since it was stuck in the Brady Bunch mould. Also. 
this conformity marginalized the growing geek or noncon- 
forming academic types, so the Church started a separate 
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Xceptional weirdos and updated the 
asadar training for socializatior 


since the old-school 
ach was driving kids away from the Church. 


Yos might think that if you suggested a film about the. 
‘Mormon Church and its revered founders, you would 
ite yourself with the establishment: "Many Mormon 


= people have proposed projects about the very popular 
gz: Porter Rockwell, but all have been persuaded not to 
that even the mast intellec 


the idea and shut up 
Joservatons. While 1 was working at Sunn 
э, Charles Sellier converted to the Church, as many 
have successful businesses there find it wise to do." 
film industry in 
>the broader cinema establishment. “In 1981 1 was a 
ing member of the Utah Association of Motion 
nd Television Апыз (UAMPTA) and was a 
ıe Magazine Committee. 1 didn't realize at the 
me. contrary w the bylaws, the true purpose of the organi- 
was to control and limit production in Utah, making 
ight’ people kept a tight grasp on the film and 
iness. Since 1 got lots of people to pay dues and 
! we should deliver the Association's magazine 
e we were serious about promoting the film business 
When it came time for the magazine to start 


ап persisted in trying to link th 


on the rest of the committee was too busy, so 1 just 
sel, thinking that once it was going other 

members could take over — since {really didn't want to do 
anyway, I sold ай the ads, got the printer, got the articles 

îlm in Utah, got photos together 
егә-гезду. | mailed copies out to th 
х managers in L.A. and dumped copies at labs and 
100. The effort to pass out free issues at the 


S Film Festival (which evolved into the Sundance 
was quickly ruled to be too much trouble, and so 
ere left at the door in their cartons. When the Church 
sex in for a subscription afier had set up other members 
‘over the second issue, the officers got nervous and 
became involved, The third issue was scaled down 
news letter, and it was allowed to die after 


є fourth issue. In response 1 organized Salt Lake City's 
а Midnight Movie Series with titles like F for Fake, 
of Vengeance, Rock ‘n’ Roll High School and Mae 
ilm Sextet to raise money for UAMPTA, 
program had a specially honoured short film by a 
al flimmaker. I shot a trailer promoting the series and it 
success, but there was fallout. All the Salt Lake 
Gay movie chains responded by having their own midnight 
Sows The management ofthe building got heat because 


mpagne receptions for the local filmmakers would 
х bar downstairs. Finally, UAMPTA rescinded any 
r involvement and demanded that their name be 
m all ads and posters. When 1 was too much 


rouble for Sunn Classics it was time for me to go. 1 hired 
= first and last African-American employee, an editor. 
ined the Elks Club across the street from the 


х rooms, so 1 could have a Department lunch at the 
20 Adams season, it caused a tremor, since 
ghi that black editor. The local Elks Order had to 
special regional meeting to get organization арргом 
‘cial integration of their restaurant-bar. Sellier and pals 

aking lots of movies over-budyet, sin 


the 


Games in Hollywood 


company was put up for sale at its earings peak and 
certain people were creating production problems to throw 
money at As post-production supervisor 1 was being hit by 
these unending major roadblocks. When 1 finally tumbled 
to the runaround scheme and spoke to one of the players, 
they moved me out of the stooge’s spot and soon eased me 
‘out altogether. І blew no whistles nor threatened the. 
established order of the day. Just took my paycheck and 
said my thanks. The film business is the film business. 


Into the Woods... 


Shot in the summer of 1980, during Bryan's seve 


sojourn in Utah, Don? Go in the Woods is a lively, 
ramshackle horror picture with a devil-may-care approach 
to story construction, and lots of gory deaths, The story, 
concerning two couples on à camping holiday who run into 


а maniacal ‘mountain man’ while trekking through the 
Rockies, may lack originality, but it plays the slasher horror 
game to the hilt and proved to be Bryan's most visible and 
commercially sucessful picture. 

Bryan was thirsty for a successful theatrical release: 
Boogie Vision had foundered and his carcer had gravitated 
towards more and more work on other people's 


an "overcome all odds’ approach was essential. "T really 
wanted to make a general release theatrical picture that 
would play nationally through a regular distributor" he 
says. There was just one extra proviso: "It had to be don 
with no money! Or atleast with the money 1 had. I bought 
out-of-date raw stock that was slated to be sold for the 
reclaimable silver in the emulsion. The cost was under 
5500 with shipping. A major coup. The lab really had to 
strive to get acceptable colour but they made it work. It 
was very cheap. And it tickled me to finish it that way.” 
Initially, it was the existence of a new cut of Lady Street 
Fighter hat made Don't Go in the Woods possible, Bryan 
explains: "fn order to collect from sub-distibutors you 
needed the next picture to be 
the subs would let go of your money, sort of the reverse of a 
ransom. They had to have product to survive, so 
naturally any money they let go of, by the Law of the Indy 
had to be going to a source of new pictures. Working 
ih | was able to recut Lady Steet Fighter and make a 


ду to go into release before 


trailer that would ensure а release оп the kung fu circuit, and 
then found a place for it in an oversubscribed tax shelter 
package. So Renee Harmon and 1 sold out and split the cash 
A few subs, seeing 1 was still producing product, let go of 
some more cash. Renee and 1 both stated separate produc 
tions, since she was in L.A. and 1 was in Salt Lake Су"? 
Bryan decided upon a horror film set in the Rocky 
Mountains, with the scenery providing production value. 
Shooting on outdoor locations would save money on 
lighting, so he opted fora story based on local rumours 
about a number of hikers who were said to have fallen, 
victim to a suspected serial killer, Peter Tamer heard the 
\word back in L-A.: "He had Garth send me an outdoor script 
about hikers in danger and also recommended talent who 
would travel to Salt Lake on their own dime,” Bryan recall, 
adding dryly: "So Garth became а victim twice, once on 
screen and simultaneously behind the scenes as 1 rewrote his 
script with a vicious disregard for his artist 
The shooting schedule was arranged to mike careful 
use of resources, and with a storyline based around four 
campers as leads, and a succession of unrelated secondary 
victims, it made sense to begin shooting each individual 
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saving the assembled cast shots 
'All-told we shot for а couple of months, mostly 
weekends, using local actors” says Bryan. "The store 
‘owner in the scene with the sheriff was the head of a local 
casting company. Finally we got the main cast assembled 
and shot the rest in under two weeks, with a couple of 
down days to recover our breath and prepare for the finish. 
The locations were spread around a bit but we always made 
it back to Salt Lake for the evenings. It was а struggle in 
the mountains because of the altitude; we were always out 
of breath. Coming back down to Salt Lake really left 
everybody fatigued. We worked above the snake line in the 
‘mountains so we didn’t worry about the rattlesnakes, which 
meant the mice were a plague as far as catering was 
concemed. We were usually on our way home when the 
porcupines came out, and aer dark we could hear some 
larger fury friends; but we never met them face to face! 
Dor! Go in the Woods has a gloriously high body- 
count, and the murders are frequently as grisly as one could 
wish for in such a low-budget production. “I really enjoyed 
the bloody violence," says Bryan, “believing it stayed safe 
in а fun or comic zone. Only one scene, once it was edited, 


for last 


crossed the line for me and created а very disturbing 
reaction, like the scene of а bloody accident or a factual 
medical record of a erime. That was the kil 
recut it and brought down the level of horror to something 


of Joanne. 1 


that would be seen as entertainment, not some bit of police 
evidence material. The special effects were really simple 
and really cheap, but for whatever reason that killing wa 
Tike Mark of the Devil, you know, too far." Late, back in 
the cuttin 


room, Bryan also realised he had inadvertently 


shot an homage to Orson Welles in the Joanne-sashin 
sequence - “It was only later, once I had cut it and saw the. 
way 1 shot it, that realised 1 was replicating, uninten- 
tionally, Akim Tamirof’s death in Touch of Evil, you know, 
trying to get up through the window. When I saw it later I 
thought, "Oh no, what have 1 dane! 

‘When shooting wrapped, there were problems getting 
post-production money together, at which point Bryan's 
sister Suzette, and her husband Roberto Gomez, entered the 
picture as producers: "We got the film in the can and had 
‘no budget left for the lab costs. Suzette, who hustled up. 
costumes (helpis 
and body parts and special effect devices), was married to a 
forest ranger from Honduras, Roberto Gomez. At this 


ny aris wife who sculpted the blood 


moment Roberto was hired by 


major corporation in 
Texas, They bought a house, sold their trailer and decided 
to invest the new cash in Don? Go in the Woods.” 

For the score, Bryan tumed to H. Kingsley Thurber, 
and his primitive but distinctive contributions really help to 
sell the film. "When I started out with H. Kingsley Thurber 
he was in this groove of writing music for industrial 
films,” recalls Bryan, "sort of cheerful and bland. Не 
started writing cues and 1 said, "This isn't going to work, 
we can maybe use it on a few hiking scenes but mostly 1 
think we should go to John Carpenter's notebook and 
replicate his cues’ obviously in the way Thurber would 
do it, but that was the approach. He really had a good time 
doing it; it was like a release for him because he could do 
anything he wanted to, He 
scenes and 1 used them or moved th 
them up. 
have a lot of music! I tried to use 


ave me cues for different 
around, doubled 
Looking at the film, I thought okay, it's gots 


looking back at it maybe I went too far, but at the time 1 
thought, ll just keep going, do it scene by scene and not 
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worry about progression so much. After Woods | 
od Ki 


recommend sley to Renee for Frozen Scream. 
Fro 
several cucs 
deranged bedspring. Bryan knows it well: “Thurber was а 
quiet-spoken fellow with a dry sense of humour — he 
referred to the cue you liked as ‘Steel Puke’, in that it w 


zen Scream and Dont Go in the Woods share 


including one very distinctive sound like 


made with a stel guitar distortion. 1 wasn't around for th 
recording so 1 dor 
Post-production was fine, but Bryan found the actual 
shoot less enjoyable than it had been on his previous 
movies, as he explains: “Dom Go in the Woods was the 
most difficult film that 1 had made. It just happens that 
each film has a character to it: problems happen in a cera 


know how he made it do what it did 


vein, everything follows a certain line. That film was 
almost impossible to make, with all kinds of re 

did have some problems with actors, The psychology of th 
acting population had changed. The reason I was making 
Films was по longer possible, and 1 was approaching things 
in an antique way. I thou 

movies: that you could 


ht everyone should enjoy making 
help but enjoy making a film 
People wanted something different out o it. Garth was 
very upset because 1 chose to put in some sce 
would never put in. | was interested in certain things, 
wrote a scene so that characters could deal with them. A 
the time and place we were shooting there was an acknow 
‘edgement of urban myths. I included an urban myth in 
campfire story, which nobody — the cast, and Garth who 
was in the crew — wanted to do. Garth was upset and 
perturbed, and lobbied with the cast not to do it 

The scene Bryan is refering to — in whi 
«quartet play at scare stories round the campfire — is 


s that he 


atrociously acted; the reason becomes clearer as Bryan 
reveals they were essentially sulking at its inclusion and 
trying to mess it up! However, their strategy backfired: 
they had not reckoned with Bryan's temperament “Isl 
when actors want a close-up to be used,” he explains, 
"hey И give a bad performance in the three shot!” This 
spoiler technique, used so blatantly by the leading players 
cut no ice with Bryan: "They didn't see it as drama, or 
whatever. | think they were hoping 1 wouldn't use the 
scene, They were dealing with the wrong person! My 
and I get in trouble telling actors this — is, ‘It's 
your face that’s going to be up there on the screen, so if 


anitude 


you want to give a bad performance, and do it wrong, be 
ту guest! They're not gonna be thinking /'m lousy as a 
director, they're going to be thinking you're lousy!” And 
some people really don't appreciate that!” 
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key to the casts Ш grace, according to Bryan, was 
arrived with unrealistic expectations, especially 
out the financial satus of the production: 1 did a lot of 
is. getting away with stuff on the budget. They didn't 
Xe the Arriflex. It made their experience of filming ‘less 


tan Hollywood’. 1 was recording a seatch track, and that 
so something they were not familiar with. It wasn't a 
a, it was а litle Sony, stereo, with one track recording 
but it worked, АП T know is 
spend as litle money as you can and you move as fas 
u can = but they didn't get it. АП the cast dubbed 
selves, except one of the victims. 1 had to dub Frank 
л, who played Dick, the guy with the van, myself 
e known him all of my life and he's been in nearly all of 
- [thought I could do it, but it went way beyond 
does. He has a real comic delivery, but 1 think I 
many practical and monetary pressures 
meeting down on the production, there was no way 
sing o leta handful of pemickety actors 
m: "My attitude isto finish, The han 
arder 7 pushed, and ultimately it was okay. It 


rach pulse off the camer 


they 


ke seven days total for the four of them, but for 
w days eve à 


body accepted it. 1 think they w 


ty Games in Hollywood 


Garth Eliassen on Don't Go in the Woods 


1 contacted Garth Eliassen, the writer of Dont Go in the 
Woods, in 2003, No longer active in the industry, he is an 
amiable man with a great deal of warmth towards his 
progeny. He knows that his script could well have been the 
h genre heaven: after all, it preceded Friday the 
13th and anticipates its setting. Slasher stories set in the. 
woods milled around in the late 1970s like spermatozoa 
vying to fertilize the commercial egg. Sean Cunningham 
was the lucky donor, but be made it to the finish line by the 
mere swish of  protozoie tail, metaphorically speaking. 
Eliassen describes the genesis of Don} Go i the Woods, 
Tt was originally a brutal 
survival film taking place in the Sierra when some 
backpackers become lost. I remember as а child, going. 
camping and stuggl ing bags around the fire 
late into the night, telling ghost stories and scaring each 
other the shadows and darkness inthe trees beyond the. 
light 
but we couldn't see them. Your imagination would run wild 
with gruesome thoughts, but the morning always came and 
the fears ofthe previous night disappeared. Sierra told the 
story of what would happen if those worst fears suddenly 


called Sierra at its script stage: 


in our sl 


ficken We knew that animals were watching 


opposi 
More Woods ог 
James Bryan as Ре der, m та tene 


Бя aj ta rendezvous 


sared, aveg 


a case tof fim. 


The Blair 


became a reality, (Jawy did the same thing with the ocean). 
It was a good script, and the first of its kind. Friday he 13h 
and all the others would come later: 


Eliassen appears in the film as a сор, although he is 
modest about his acting 


'm available as a sleeping extra 
(my specialty) in any motion picture! 1 first met Jim Bryan 
when he was making Boogie Vision and my wife and 1 had 
a scene emerging from a car and looking at a piece of 
property 

filming of Wood: he coerced me into playing 
deputy in the ba 

first wanted me to be a victim, but I refused because 1 didn't 


but that was pretty complicated. During the 


n 


ickeround. That was complicated, too. He 


want to get killed in my own movie. A friend of ours, Eric 
Jenkins, who helped the production by repacking the film 
canisters (a busy job because we were shooting with shot 


(ай ends), got poked by the spear instead. 
roles are the most active I've ever had. Now | refuse to play 
difficult parts, and will certainly never speak in a movie. 1 
work cheap - SAG minimums 

T'm usually paid in cash. 
Eliassen remembers his first meeting with Bryan: “Jim 
read Sierra and decided to buy it. Lenore and | drove to Salt 
Lake City to meet the Bryans and get more information. 1 
wanted to make any rewrites or changes to the script that 
Jim wanted. The main thing he wanted was more murders. 1 
need to have thí 
‘many. Bryan was reluctant to commit to an exact number. | 


in my sleeping roles" he 
laughs: 


nted to know how 


s spelled ош, so 1 w 


kept pressing. Finally. out of frustration 1 guess, he said 


something like Fourteen! So 1 went back to Sonoma and 
added a bunch of murders. | don't think 1 added as many as 
he wanted. | was also under the impression that he had а 
fairly high buds 

have if Га known it was going to be done with hardly any 


зо 1 wrote more description than I would 


money (Bryan had а backer pull out at the last minute). At 
any rate, 1 did two rewrites. My script was about 110 pages. 


When we showed up for filming Jim gave out handwrite 
scripts, about thirty ог forty pages long. Everything was 
trimmed. It was quite а surprise, but what did I know?” 
Eliassen feels that, despite their differences of opinio. 
Bryan deserves стей! for the work he put in: “Jim and Kathie 
Bryan worked the hardest, probably averaging а couple of 
hours sleep per night. The rest of us had it pretty easy. Jim. 
and Kathie offered us their house to say in, but that would 
have been too crowded for me. I moved into a local motei 
and most of the out-of town east and с 
have some quie time every day. Jim Bryan is a grand m 


ew followed. I had 


of the low-budget film. He is a bit compulsive, 1 think, and 
possibly the process itself is to him more important than the 
quality of the finished product. But he is a 

anyone with $50,000 who wants to 

done. He deserves to get the funding and а good serip lo 
direct a real film, and 1 hope he gets it some day. The 


So usually it's not right. Also, in a low-budget movie th 
and processing is the largest cost, and actors are usually paid 
very lile or not at all. With a real budget, that reverses and 
the amount of film is not a consideration so the number of 
takes increase and the quality rises. He did the best he could 
with the pittance of a budget he had to do it wit 

Не adds: “We first saw Don? бо т the Woods at some 
strange screening room in a dive in downtown L.A. During 
the filming ГА had a fight with one of the actors, who had 
just 


dated from some damned method acting school and 
was way overplaying his lines. | tried to tell him he didn't 
emote so much because the effect of the camera was 


fe thought 1 didn't know what I was 
bout In the first ten minutes of he screening he 
Tm sorry. You were right. 


leaned over to me and said, 
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— ДА н 
"à cem 


e thankful its not 


you he's after 


The Renee Harmon Years, 
and the Return of Morris Deal 


By the time Dont Go in the Woods wrapped, Renee 

Harmon and Frank Reach's L.A. production Frozen 

Scream was also їп the can. Bryan arranged for Froze 
se in Salt Lake Cit 


Seream's post-production to take рі 

early in 1981, shooting pickups and cutaways as needed 

Bryan's creative relationship with Renee Harmon, wh 

passed away in 2006, was one of the most important of his 
life. Even today, several failed or underfunded proj 

jon: “Ren 

20% determination. As a producer, she was unstoppable 


down the line, he remains full of adr 


As an actress s 
When Ren 
$20,000 

Bu 
invest their first 


was above all a trouper and knew no fear 


e came looki 


Tor a deal for postsound for he 


ript, Bruce Scott sent her over to me in 


alow A. Renee had persuaded her acting students to 

ing jobs in a production she would st 
im as well as produce; then they could all have a film of 
themselves. Asked if I believed it vas do-able, I said yes, 
‘up to a point, and showed her how to go through shooting 


and editing to the first fine cut, ready for viewing by a 

distributor. Renee absorbed it all and came out of her fi 
film hungry for more, She grew with each production a 
kim 


ly published a number of how-to books on 
i your own low-budget movie." 


of Frozen Scream led Renee Harmon 
iny called TransWorld (soon to be absorbed b 
21st Century Cinema Corp), In 1983 they agreed to fund 
The 


toa comps 


{wo more pictures, the first of these bein 


Executioner Part Il (1983), an unofficial 


Exterminator (1980), James Glickenhaus's efficient B-pi 


out a vigilante taking on rapists and mafia scumbags 


New York. Harmon called Bryan back to direct it, but 7 
Executioner Part И proved to be a hasty affair, made 
under difficult financial conditions, with an inexperienced 


crew and a constantly changing script. The resulting mess, 


though enjoyable, is probably the closest thing to a bu 


fide ‘bad movie’ Bryan has made, 
A vigilante kı 
loose in L.A. His targets? The lowlife rapists and 


wn as "The Executioner" is on the. 


scumbags of the city. His slogan? “АИ the Way!" This 
puts him at odds with both the police and the Syndicate 
News reporter Celia Amherst (Renee Harmon) is invest 
ing the case, as is Detective Roger O'Malley (Chris 
Mitchum), who comes to suspect his ex-Vietnam buddy 
Mike (Antoine John Mottet). Unbeknownst to O'Malley 
daughter Laura has a drug habit, which brin 


her int 
Vd sexual 
sadist known to the city's hookers as "The Tattoo Man 
ons to kill Mike, but Mike 
and forces him to reveal who he's 


contact with Antonio Casales, a gangland boss a 


Casales sends one of hi 


overpowers hi 
workin 


for. Casales has Laura abducted for one of his 
sex-and:-torture sessions, but her friend Kitty witnesses 


Laura being bundled into а car by one of Casales's pimps 


and passes on the information о Celia. Casales then h 


Celia abducted too: who will come to the rescue — Cop o 


Executioner 
Amid the rubble ofthis impoverished production, 

there are still а few scenes that stand ош. 1 treasure the 
stabs one on Casales's 


moment when Renee Harmo 


henchmen with a samurai sword, pinning him to a couch 
later Mike bursts in, and the victim tries to grab 


them with the settee still pinned to his back, looking like 


Nightmare USA 


me at the climax is a killer, like early Human League 
ets Dave Brubeck. And there is one scene that enters 
e pantheon of Top 100 strangest cinema moments, as 
Laura and her college girlfriend Kitty get stoned on grass 
le through a swathe of poorly dubbed dialogue 
wish this was coke: ой, heavenly coke!”), Kitty's 
bizarre. insistent laugh, a bovine hurh-hurh-hurh!!!, is 
rth the video rental fee all by itself, and for a short 
hile you feel as stoned as the characters. 
The Executioner Part I is the most primitive and. 
-adbare of all Bryan's "real films: its technical flaws 
snd lack of polish are impossible to ignore. The sound 
ing is the worst offender, it's obvious that Bryan, a 
killed sound-editor himself, had no time to begin а 
decent assembly: the audio is riddled with frequent bald 
hes where basic foley and ambient tracks are missing. 
ing the dubbed dialogue hovering against the audio 
nt of a blank canvas. It has to be said that Bryan's 
ms are probably cheaper on a dollar-for- 
dollar basis, but they re conceived as dramas, not action- 
andenture. What sinks Executioner is that its reach so 
edly exceeds its grasp. To aim for spectacle on a budget 
this low; with Vietnam battle scenes similar to those in 
any number of Italian war knockofls, was brave, but 
doomed to failure. 1 don't think I'm being mean И 1 say 
ihat the Vietnam scenes lack a certain verisimilitude: the 
ле helicopter on show is a sleek black number that was 
probably more in demand for ferrying L.A. celebrities to 
Swanky partes than shipping troops into a war zone! 
Шу damages the film, though, more than any 
deficiencies in budget, is the acting: why is it that low- 
flicks in the 1980s always seem to feature 
woefully unconvincing street gangs? And why do the 
ays" supposedly street-hardened girlfriends always look 
ike Cyndi Lauper, or The Bangles? Bryan is lumbered 
here with a posse of L.A. queens wearing leather jaci 
led up at the sleeves, Danger is not really part of their 
ibe they brandish a flick-knife with all the enthusiasm 
Їз gay man helping a woman insert a tampon, Actually, 
1 liked the scene in a convenience store where these naff 
oodlums smear the middle-aged proprietors with food. 
before beating them up: everyone is so careful not to 
ash anything and bankrupt the production that they 
srdiy dare move. their "violent gestures as prim and 
hibited as a nervous ballet class. The actor playing 
Casales is fairly menacing, and you can believe he’s a 
sanger to women, but the film founders on the rocks of 
Antoine John Mottet’s performance as Mike; his wild 
arimacing and Planet of the Apes-style bodily contortions 
Show, 1 guess, an admirable commitment to physical 
ing. but... well, let's just say he could have done with 
ıs bit more rehearsal 
Bryan is frank about what went wrong with the 
eduction; “Executioner И was difficult. That was 
‘uation where Renee got the money, she put the crew 
together, and then 1 showed up. Most of the east and crew 
willing, but they had never been involved in 
ашса! production. The cameraman was a studio. 
meraman for a TV station; he'd done some work but 
х much. He could operate the camera but he didn't 
know about the aspect ratio, or taking a light reading, as 
be was used to a studio environment where everything 
was set. So we just started and I said, “Okay, here's what 
we're going to do...’ So | started taking the equipment 
out of the trunk and setting it up, saying this is how you 


Dirty Games in Hollywood 


do it this is how you load the film, this is how you set up 
the camera, this is how you set up the lights; and they 
sort of picked it up." 

As if nusemaiding a стем of novices wasn't enough, 
Bryan had to contend with executive producers who 
‘wanted their product the day before: "The time ran ош. 
We had to deliver, we couldn't wai 
over a reel at a time. The people who put up the money 
Art Schweitzer and friend, operated a company out of 
New York called Cinevest, who distributed such items as 
Brett Piper's Mutant War. I4 

Harmon's script was originally called Crime Fighter, 
until Schweitzer's company demanded a change, to tie the 
film in with The Exterminator. "That was a picture that 
could get booked,” Bryan explains, “it was playing in 
Europe. We had European money and the European. 
distributors wanted certain elements, They'd say, "You've 
got to have this, we need more helicopters, so we would 
во and shoot more of what they wanted. They would tell 
Renee, and Renee would tll me. The problem for me 
with Renee's script was we had по budget, and so 1 had to 
work out how to get anything on the screen! It was not 
easy! We needed explosions, and so а tin that once held 
olive oil was opened ор and bottom, coated on the inside. 
with rubber cement, mounted infront of the camera lens, 
set alight and hair spray was shot into the flames to create 
а miniature foreground explosion for combat sce 
was reacting to the experience; | was not “in charge” in 
any way. I did what 1 could = it was like reflex 
filmmaking. It was written way beyond what we could do. 
The shoot was two weeks, post-production another two 
weeks.” Bryan drafted some friends from Salt Lake City 
to work on the movie: “I said, "We don't have any money. 
but if you want to start a job in L.A. thinking that you'll 
get other jobs, this îs the one to do, ГЇ hire you, we'll 
dust bang it out," and they did. Chris Mitchum really made 
i work. He was there, he showed up, and 1 thought, oh 
great, this is what happens when someone actually knows 
What they're doing! 1 didn't expect that, but I was glad to 
be surprised. was surprised that it worked at all or that 
anybody accepted it.” 


pro 


apposta pag 

‘Aeron years making толо бл 
sex fins and tao satres Bre road 
to the дол template of Lady Street Fighter 
Wi The Executioner Part (1565, once 
адал staring те окота Renee 
Harmon. Tho fim was esed on ves т 
те UK by Pyramid, who were созчу 
also responsible for puting ct Don jose 

The Forest seo page 15 


= 
So pret so innocent, so demure ate 
would suspect hat Laura (Barca Pola 
raves hard drugs even as she tonis away 


ie Janes Bryn, Renee Harmon 


эн of найб (1988) 


— 


The second Renee Harmon project Bryan directed in 
184 was Heliriders This tale of marauding bikers 


‘making life miserable for the townsfolk of a dusty desert 
town is my least favourite of Bryan's films. I's по as 
technically dishevelled as Executioner Part I, but it's 
nowhere near as much fun ether: the story, involving 
"Batman? Adam West and one-time Gilligan’ Island star 
Tina Louise, is simply tedious, and the relatively minor 
role for Renee Harmon deprives fans of her unique screen 
presence. The film has the feel of a Ted V. Mikels 
production, lacking the extremes of Bryan's best work and 
conveying nothing but an aimless wandering through 
‘uninteresting locations. The "Hell Riders” themselves lack 
menace, and besides, the biker movie cycle was already 
long played ош, having overstretched it palet in the late 


sixties and early seventies, 
Desperate to keep the momentum going, Bryan 

returned to his earlier film with Renee Harmon, Lady 

Street Fighter: “Originally 1 was supposed to get the film 


in the can, do a cut so that we could show it to the distrib- 


чог, and the idea was that the distributor would finish it 
But after the. 
1 said okay, let's finish it. 1 spent my money: 1 tried not to 
spend any! | had some stock left over from other things. I 
invented an extra Carradine brother — Trace Carradine — on 
Lady Street Fi 
to give bookings without a name and any Carradine 
brother was a name that would sell tickets, By the way, 
David Carradine’s daughter Calista has an uncredited 
minor part in Boogie Vision: 

With "legitimate" productions drying up, Bryan decided 
it was time for “Morris Deal" to put food on the table again: 
зо Bizarre Encounters (1986) and Sex Aliens (1987) 
marked an eighties bloom for the director of High School 
Fantasies and Beach Blanket Bango, "Bizarre Encounters 
was a video effort to make S&M seem fun.” Bryan 
explains, "The stars, Nick Random and Tantala, wanted 


cars went by and it wasn't going anywhere, 


ghter, because sub-distributors didn't want 


‘everybody to enjoy something they found very comfort 
and natural. No, really, that's what 
‘whack at it. Well, indeed. Fun certainly se 
been the watchword: having seen a few sereen grabs from 
this production, was startled to recognize none other than 
Miss Piggy, lover of Kermit and formidable dominatrix in. 
her own right, embroiled in the action. What madness was 
this? Bryan explains how he came to work with per 
biggest star of his career: “It was shot at an S&M club in 
Hollywood and the Miss Piggy mask was part of the club's 
fantasy outfits, most likely because the club's initial 
a rental property picked up by one of Jim. 
Henson's investment companies. When Henson's people 
found out, they discreetly arranged for the cub to move t 
new non-Muppet location." 

Bryan made two Morris Deal videos for pomo 
kingpins Caballero Home Video: Swedish Erotica 73 
(1986) and Sex Aliens (1987). Both were co-directed with 
Ted Gorley aka Шо Appleby. About his co-director, Bryan 
notes, “Шо had worked with Ed Wood. 1 suggested an idea 
for a musical, "The Ed Wood Story", with production 
numbers transforming his low-budget scenes into dream 
visions of MGM-level quality; but it hit Шо the wrong 
жау. Шо said Ed Wood was a great director and had taught 
him all he knew about filmmaking.” Br 
to add about this shady figure: "I think he 
attention either legal or overly non-legal, 
Justice Department once characterized him as ‘a general in 
the army of pomography: " Bryan/Deal also added to his 
straight-to-video filmography with Phone Sex Girls (1987 

shot and then edited together with another director's 
work, and given 
Bone, whose name is the only one to tum up on the credits 
and Two on the Rack (1990), possibly his most difficult 
1o trace pomo movie, being another vehicle for SM 
maestros Nick Random and Mistress Tantala. 

"The same year saw yet another attempt to make some 

sy from the now elderly Lady Street Fighter concept 


hey told me. 1 took 
have 


shy of any 


he laughs. “The 


wraparound by porno specialist John Т. 


Revenge of Lady Street Fighter (1990), Bryan admits, w: 


A rehash of Lady 
new scenes bringing in the character of Renee's niece in 
trouble, so Renee retells the original stor. It was а video 
release and rights were sold to Korea, but the US video 
‘company’ went bankrupt before a cassette was shipped 
Lady Sreet Fighter's long and chequered journey from its 
inception in 1976 to this final manifestation in 1990 makes 
it Bryan's most nagging and troublesome production. Many 
would simply have put it aside and forgotten about it, bu 

as Bryan explains, "Because of my personality I have a 
need о finish, I haven't always finished every film, but 
that’s the strong 

experience has 
something else is more important, then really have to 
force myself to finish it, because the film isnot the same as 
I originally intended. 


Sreet Fighter with twenty minutes of 


rest part. I have to finish. Many times, the 


‘me to another point of vie 


Jim Bryan Today 


In the nineties, direc 


it work finally dried up. Bryan 
concentrated on post-production jobs, and touted a number 
‘of old film acquisitions (including Peter Semelka's 
teenage-crewed seventies sci-fi The Varrow Mission, and 
st — iry finding a reference to it 
anywhere else! — called Weekend of Terror by Bobby 
Davis) at the intemational film markets, In 1994 he set o 


an ultraobscure sla 
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to release some of his early work on video. With his old 
fiend Titus Moody, Bryan developed Titus Moody's Cult 
Classics, featuring Titus himself (and Chi-Chi, his pet 
Chihuahua) introducing films like The Dirtiest Game in 
the World, Escape to Passion, and 1 Love You I Love You 
Nor, plus Moody's own debut as director, Outlaw 
Motorcycles (1966), and his follow-up The Last American 
Hobo (1967), "We even talked about doing a Part 2 of Rat 
Рл a Boo Boo,” muses Bryan, "but we didn't get very 
far along,” Moody died of cancer in 2001, and soon after 
Bryan decided he'd bad enough of the film industry: “I 
followed the dwindling market of low-budget films 
‘through video and porno to its bitter conclusion.” he says. 
“1 rode that failing horse until it dropped dead, then 1 
Жао it a little further still until the rotting corpse 
pulled арап in the road!" 

Nowadays, Bryan lives in the hills outside L.A., 
‘having spent several years building his own house and 
studio there, He's dubbed it "Rozannadoo' after his wife 
‘Rosanna; with a humorous nod to Charles Foster Kane, 
Says Bryan, “It's a steel kit designed by computer in 10 fl 
increments and delivered in numbered pieces that require 
во welding, only the correct placement of self tapping 
screws and a variety of nuts and bolts. We built on 
property that is directly north of the centre of downtown 
LA. and at the boundary of the City limits and the 
Angeles National Forest The street level is 2,100 ft. above 
the beach at Venice and about twenty miles away from our 
‘old place at the shore.” 

For me, this has been a fascinating journey: Don? Go 
їл the Woods was once just a name on the list of banned 
vidco nasties, and James Bryan an unknown. I now find 
that I could double the length of this already substantial 
chapter with ease. Bryan has journeyed through the subter- 
талса of American filmmaking and provided a wonderfully 
vivid and detailed account of his experiences along the 
‘way. Of course, every low-budget director has а story to 
tell, but few have been so entwined with the industry, and 
fw have such good recall! Life hasn't exactly been easy 
for Bryan, but he's a man with guts and drive, and an 

iri intelligence that generates the blend of counter- 
‘culture and commerce running through his filmography. 
Не has steeped himself in movie-making for nearly forty 
years, and seen drastic changes sweep through the 
industry. For him, the immersion is what it's all about, an 
‘samersion that brings the director's emotional life into 
step with a fantasy world, 

His films are not high ап, and no one, not him, nor me 
for anyone else, would say they were. For Bryan, that's not 
‘he point anyway; to be making a film is the key, to have 
shat magical synchronisation between real life sweat and 
endeavour, and а dream-world made tangible: "The thing 
hat appealed to me personally,” he explains, “without me 
actually realising i, is emotion. It's а way of dealing with 
‘emotions. So making the film or seeing the film, 1 can be in 
‘that emotional world, The strongest element for me is 
actual production. 1 go into а state of grace where | know 
no fear, 1 have no doubts, and I believe everything is 
possible. Is that simple, And it doesn't matter what the 
‘movie is. Lenjoyed turning down those odd offers from 
Hollywood. I felt free, on top of he world. 1 didn't need 
Hollywood. This was before 1 had even heard of "burnout 
1 don't actually remember when those offers stopped 
coming. but they're truly a thing of the pas. An 

what a concept! What goal! It was all a terri 


Hollywood 


1 David Wolper, whose company Wolper Productions, produced 
many wellknown and widely syndicated TV documentaries 
included the series” Biography, The National Geographic Society 
Special, The Undersea World of Jacques Cousteau, and David С 
Wolper Presents: Legendary Creatures, which also enjoyed a 
successful cinema run in the early 70s. The TV version was known 
as Monsters: Myth Or Mstery? — made for the prestigious 
‘Smithsonian Series. One of those interviewed im Wolper’s 
documentary was Bigfoot researcher, and director of the horror film 
Blood Stalkers, Reber W. Morgan, whose obsession with Bigfoot 
reste in him directing his own documentary, Ja Search of Bigfoot, 
(aka Bigfoot: Man Or Beast?) in 1976. 


2 Bryan believes that his experience has at least one corollary in 
the cinema: “1 sav Eraserhead as а new frontier, 1 recall dream 
images from the Jung book Man and His Symbols that related w 
Lynch's own images. Which would prove’... Maybe Lynch is part 
ofthe Family of Man: or that aversion was and is an indirect focus 


ot his ar.” 


Э ула referring here of cours to Dr Timothy Leary 


exactly the son of 
precision that filmmakers of the time had to exercise to avoid 
prosecution 


5л 


wood talent agent and ex-big band musician: 


6 Moody once claimed co-direstorship of irent Game = Bryan 
laughs and says, "No, but = he's welcome, if be wants to say that” 


on Ducee Coupe Records: 


4 About the same time that Larry Hagman was shooting Beware! 
The Boh there too 


9 Probably Invasion fom Inner Earth. 1974. 


10 Examples include Mussolini: tmo ало by Carlo Lizzani, with 
Rod Steiger and Franco Nero: and Doppio delito by Steno, with 
Marcello Mastroianni and Ursula Andress. 


JH. Dick Robinson won his lawsuit against Sunn Classic in 1982, 
and started a new production company under the name Ranger Rob, 


12 туе L.A. production was Frank Roach and Renne Harmon's 
‘Frozen Scream, about which more in the section on Renee Harmon. 


13 Renee Harmon's filmmaking books are: The Actor Survival 
Guide for Todays Film Industry (1984); The Complete Book of 
Seces: Your Guide to Becoming а Winner (1984); Compete 
Guide о Lom-Budger Film Production (1984); Howto Audition for 
Movies and ТҮ (1992); The Begimning Filmmakers Guide 19 
Directing (1992); The Beginning Filmmaker’ Business Guide: 
Financial, Legal. Marketing, and Distribution Basies of Making 
Movies (1994); Teaching a Young Actor: How to Train Children of 
AIL Ages for Success in Movies, TV and Commercials (1998); The 
Beginning Filmmakers Guide to а Successful First Film (1997 - co- 
жишеп with Jim Lawrence) 


14 Schweitzer is now Vice President of Castle Hill Productions, 
wbo handle upmarket titles like the Liv Ullmann-dirctd Swedish 
movie Private Confessions, writen hy Ingmar Bergman. 


Bryan at Ranger R's eng ıo 
‘Sat Lake Cy, Utah, ола 1862 элш 
мойто for Scho Sunn Casse 


JAMES BRYAN: FILMOGRAPHY AS DIRECTOR 


ЧЕ inner Lins (animated shot) 
1968 Camden Teras (documentary shot) 
369 Оле om What They Want (documentary feature) (also comeramareditor) 
1970 The Ое Game in the Word aka Во Flesh and Ter [released 1972) 
1870 Escape b Passo aka Hard Oray 
SIS 1 Love You! Lovo You Not (released 1974) 
Hig School Fantasies aka The Martians (as Mors Deal - hardcore) 
Beach Banks! Bango aka Beach Pary Bango aka Teenage Throat 
(as Moris Deo - hardcore) 
Всоре Vision aka The Young Movemakers aka СИ (begun in 1871) 
Lady Street Fighter (released 1980) 
Dent Go in he Woods 
The Ereculoner Part Il ska Crime Fighter 
нын aka Hol Raters 
Run Coyote, Run {re-edit of Lady Svat Fight) 
ungl Trap (unreleased) 
Эгэте Encoorirs (as Moris Deal hardcore) 
Swedish Erica 73 (as Moris бег — соб. Ted Gorey [Шо Appleby) 
ec segments - hardcore) 
Sex Aliens (es Moris Doa - со- Ted Gorey [о Appleby] - hardcore) 
Tanks forthe Mammans (ic) (as M. Deal cod Ted Gore Il Appt] 
morire] 
Phare Ser биз (as Noris Dea - hardcore teamed wih oiher materii 
wraparound dir John T. Bone. Mori Deal uncredited) 
Tac оп he Rack (as Моте Dea — hardcore) 
Revenge of Lady Street Fighter 
The Working Алы! (TV piot) 


OTHER CREDITS 

The fing isis drawn from James Bryan's own records and features production dates 

поете зуу егеп! o those recorded by other sources In the case ol he Schick- 

‘Senn Cass tes, hss uo о е fad that he company shot many projects within а 

Уол period. subsequenby releasing er more slowly. On occasion Bryan also re-edited 
for US re-relaso - hese have been noted whore propre 


1986 Operation Bootstrap (documentary) = dir unknown (cameraman) 
Region п Jail (documentary) - dr. Michael Parks (gfe grip) 
Natonal Geographic Special Reptiles and Amphibians d Walon Green 
pedal effects cameraman) 
(Calera - The Year of he Соте aka The Good Lie - d: Cvs Munger 
cameraman) 
Cha Chanstein Meets the Wid Bunch: Bob and Carol and Ted and Aice 
[shot ~ dr Jon Baron (cameraman) 
Psychopath aka An Eye for an Eye - dir: Larry G: Brown (sound edit 
Fou Stones for Kanes (short) - cir. Tory Sanders (production assistant) 
Lamora: A Chis Tale of he Supernatura = dir: Richard Biackbum 
(cameraman for pickup shots) 
The Giant Spier Invasion - б: Ва Rebone (sound ees editor) 
Volante Force - di: Gene Corman (2nd unt production manager / cameraman 
for pickups) 
Block Loita - dir Stephen Gibson (sound affects editor) 
Safer Gils di: Boots McCoy (supervising sund edi) 
боойуе Norma Joan dr: Lany Buchanan (sound eects edi 
To Boys Who Stole the Moon - dir: Jan Batory (racut sound on intamational 
version ot O Dwóch Takich, Co Ukradi Ksiezyc) 
Meatieaver Massacre. Demon of Death ka Holywood Meat Cleaver M 
aka Evi Force di. Evan Lee (eed, adding Christopher Lee) 
The Chid- dir: Robe Voskanian (sound elects) 

талга Double Murder dir. Steno (eor (ею intamallonal ease ol Doppio 
ыю) 

à The Treasure of Jamaica Roef dr: Virginia Sione (dto (ван version ot 

Фе 1975 lim Elin te Deep) 

1977 The Last Four Days = dir Car Lizzani (edt) rected version ofthe 1974 fim 
Massolei umo ao) 


1977-8 Muddy Mama - dir Bob Favore (eon (reacted version of he 1989 fim 
Riverboat Mama) 
1977-8 Ава he Fist Black Suporman = dir: Frank Packard (re-ediing and sound electi 
1978 Tho Lfe and Tes of Gri Adams (TV series) - dir various (sound effects) 
1978 The Lincoln Conspiracy - dr James L. Cony (sound eects) 
1978 Lastolthe Mohicans (TV) - dr: James L Conway (sound eects) 
1978 Beyond Death's Door- dr: Henning Schelerup [supervising sound dtr 
1978 The Deertyer (IV) die Richard Fr (sound efecispost production 
Superior uncredited] 
1978 The Bermuda Triangle — di: Richard Friedenberg (sound elects) 
1978. The Adventures of Nello ВУ (TV) = dir Henning Scheleup (sound effects) 
1979 Encounter wth Disaster б: Charles E. Ser Jr (post-production superior) 
1979 Gabeers Travels (TV) de. Peer R. Hunt (pos production supervisor) 
1979 Fall ofthe House of Usher (TV) dir. James L Conway (pos production 
Supervisor 
1979 Hangar 18- dir: James L Conway (post-production supervisor) 
Donner Pass: Tha Road to Survival - d James L. Conway (TY) (розн 
Supervisor 
in Search of Нас Jesus d; Henning Schelerup (post-production supervise 
The Tine Machine ТУ - dr; Henning Schelerup (post-production superviser) 
Greatest arces of he Bible (TV) - dir; Jamas L. Conway (post-production 
Advonturas of Huckleberry Fin (TV) = dir Jack В. Hie (pest production 
supervisor 
Legend ot Sleepy Holow (TV) dr: Henning Schelleru [post-production supervisar) 
‘She Came tothe Valey - бг: Авеп Band (sound eects) 
The Vartow Mission - dir Peter Semeba (sound effects adis 
Frozen Scream - dic: Frank Roach & [uncredited Renee Harmon (second unt 
photography, post producton assistance) 
Earthbound (V) ~ dr. James L. Conway (sound eects supervisor) 
Wolfen бє Мело адеп (sound edor) 
The Rogua and fhe Griz tr unknown cstiroductan supers 
Grizzly Mountain ~ ór: Richard Robinson (screenwterlost prod supervisor! 
вао Unt Cameraman on re-edited version of) 
Thom Never Be a Reason - i: unknown (screenwrerpost produton 
superisoredtarond Unt Cameraman) 
p 
Erotic Zones Vol - б: Paul Vale [sound editor) 
Temossee Staion = dir Don Huet (editor on te-cut o 1982 fim, pickup 
Bod Vows The Story of a Maa We - dir Pad Wendkos (sound elects ede) 
Police Academy d: Clzens On Patrol — di; Jm Drake (sound tcs edi) 
Thitysomethng) (sound eects 


Saigon (Of Lints) - dr: Christopher Crowe (sound effects edor) 
Зава — є Boaz Davidson (sound elects edt) 

Hana’ War = Menahem Golan (sound effects editor) 

Stoot Justico ~ dr: Richard С. Sarafan (dialogue edt) 

Mounted Summer - dr Wan Passer [sound ets editor 

Mortuary Academy - dir. Michael Schroeder (ialogue ейи) 

Braddock: Mising In Acton I = dir Aaron Noris (sound effects edor) 

Mot anı lo carcel - irr Водою de Anda (editor of intamationai version ~ original 
released 1988) 

Nightmare on Elm Stroe 4: The Cream Mastar = dir Runny Harin (sound 
affects одни) 

Return of Swap Tog = de Jn Wynersk sound elects etr) 

The Absent Minded Professor (ТУ) = dir: Robert Scheerer (sound elects editor) 
ndenrord = dr. onm (sound elects edi) 

Chopper Chicks in Zombitown - ir: Dan Hoskin (sound re-recording mer) 
Caged in Paradiso = бе Mie Snyder (ley wake) 

ula Has Two Lovers — dir: Bashar Shbib (post producson supervisor) 
Weekend of Tarar dr: unknown (post production supervisortarter ot additonal 
material pickup cameraman) 

Lakota Moon (TV) - dir Christopher Cain (sound effects editor) 

My Cousin Vinny = дг. Jonathan Lynn (sound eflct adir) 

The Dark Hall dir George Ното (sound effects edtor) 

A Worm Path (educational shor) - c Все Swartz (sound designer) 


Nightmare USA 


chapter 1 


addendum 


The Frozen Scream 
Is a Clean Machine 


An Interview with Renee Harmon 


ith thanks to Cheryl Harmon, and contrib 


Frozen Seream (1981) 
The lower temperature is the key: the chill actor. 
р ott vee Maen i working eot 


surgery when a mysterious telephone caller warns 
him to expect a visit from “the angels", When Tom answ 


a knock at the door, two cowled Figures overpower him 
ond inject him with something nasty. His wife Ann (Lynne 
Коко) sees the escaping figures and passes out... Ann 
gains consciousness in hospital to find sinister Doctor 
Lil Stanhope (Renee Harmon) informing her that Tom died 
2 she must have hallucinated the attackers. 
Ann protests, but allows herself to be overruled. Dream 


of a heart 


sequence: Ann sees Tom lum into a skeleton cowled in 
black. Flavhback: The beach, on Halloween night. Doctors 


and students are gathered around a bonfire. Tom is deep in 


conversation with Doctor Johnson (Lee James) and а 
ne Liebman). Doctor Johnson 
nial angst: 


priest, Father O'Brian ( 
impatient with Tom's exist 
Tm not going to let your lile guilt rip spoil this project. 
‘Tm not going to guilt. I'm going to hell!” Tom replies. 
Cutaway within the flashback: A coved figure smashes an 
axe into a young woman's face, Rerurn to flashback: 
Father O'Brian tells the students that АП Saints Eve was 
once a ceremony of resurrection, and the circle of fire 
they've built represents the sun. 
chant the students, linking hands around the fire. "Call our 
лом beyond the moon, " Dr. Johnson implores. “Irs all a 
t pagan, isn И?" Tom says to Father O'Brian, Cathrin 
(Sunny Bartholomew) advances towards Ann in slow 
motion. Flashback ends, Back at her house, Ann halluci 
nates Cathrin — or is it Tom? At Doctor Johnson's 
laboratory, Doctor Stanhope tells him that their res 
against nature. 4 vision or remembered dream: 
“Immortality: ” We're somewhere inside Doctor 
Stanhope's mind — she is lit against total darkness, a 
candle by her side. She cuts her wrists, blood flows, and 


‘Listen Tom 


Love and Immortality 


ch is 


she gnaws atthe wound, smearing her face with blood. 


“Immortality.” Doctor Johnson assures her they are close 


The Frozen Scream Is a Clean Machine 


mes Bryan & Art Piatt 


to achieving their goal. Vision/drewm memory ends, “Ann, 
p me I'm so cold," Tom says, making a. 
or the refriger 


Tm home; № 
phone call from beyond the grave 
covled figure attacks Ann and tells her to keep her 


suspicions to herself or else she'll have to join Tom in his 
hell, which is “very cold". Ann finds th 

including Tom, standing motionless in her walk-in fridge, 
Tom wakes up and grabs her. Ann screams and runs away 
The frozen humanoids give chase. Private detective Kevin 
McGuire (Thomas Gowen) = don't ask — overpowers one 
‘oF them by gouging its eyes until blood squirts from its 
neck. Ann hides in a white building (the hospital?) 
pursued by Kirk, The nightwatchman finds her, but he's 
killed by a shard of glass tothe eye, Dr. Stanhope rescues 
Ann, and tells her, “Immortals live in the cool of the 
clouds. But you are burning 


Heo (Lyne Kocol ds ers 
husband sored и 


D 1 эжеее Renee Harmon) eias 
м Wel when | say 


ete's something deeply off-heam about Frozen 
Scream, It has a lurching, spasmodic quality, an arrhythmia 
induced by the bizare music and the crashingly intrusive 
editing An electric piano, the sort you might use to 
perform Send in the Clowns at а seaside nightspot, adds a 
queasy amateur feeling; crude tape loops and electronic 
whirring underscore conversations, along with the 
occasional dash of slasher-movie synth. (See James Bryan 
and Don? Go in the Woods.) Somehow though, it works, 
Dull normality never stands a chance; the mood sways 
'unsteadil between occult cliché, sci-fi weirdness and 
juddering dislocation, with frequent cutaways to dreams or 
past events constantly fragmenting the action, When people 
talk about films being indigestible it's rarely as appropriate 
as here — the mind feels like it's tying to swallow 
something that it can't get down (believe me, mixed 
metaphors are wholly appropriate), The prologue appears 
to have been designed purely to get the film off to а violent 
мап, and involves a couple swimming in a private pool 
who barely have time to clock in as ‘lovers? before they re 
‘murdered. Two black-cloaked killers grimace comically as 
they strangle and slice their victims: is the film going to be 
eesy send-up? 

No, not а send-up; nothing so easily definable. Full of 
stylistic flourishes that place it somewhere beyond the 
films of Doris Wishman, Frozen Scream achieves a rather 
deranged quality. I wish there were three more just like it 
from the same director: Г happily watch them all 
Tonight. 

Given that the theme of the. 
humans to achiev 
of a cerai 
of even the non-immortals is rife with flat enunciation, 
‘elsewhere’ mannerisms and awkward acting 
jarring performances make even the most mundane 
‘exchanges fee! drugged, dislodged from reality. In a story 
full of zombified robotic people, Sunny Bartholomew as 
“Cathrin” is perhaps the most memorable. She projects 
something quite convincingly alienated. “Have you ever 
noticed how cold Cathrin is? She like walking ce! 
someone says. | love her; she resembles a small-town 


Im is the freezing of 
immortality, at the price 
uman energy or soul, its ironic that the acti 


ics. Their 


beauty queen with a Quaalude problem, a chilly, factor 
damaged glamour-puss obsessed with her own haughtiness 

Cathrin collapses during a rock'n'roll dance, after 
trying to strangle her partner. "Bring some ice", says Doc 
Stanhope. The late Renee Harmon, who plays Stanhope, 
would be perfectly at home in Andy Warhol's Flesh for 
Frankenstein, and deserves her own cult following: with 
her every utterance she embodies the ineffable strangeness 
of he fiim. Much of what is extraordinary about Fn 
Scream emanates from Ms. Harmon, whose uniqueness and 
mystery resist analysis. She was an actress-producer (a rare 
‘enough thing) and according to her she was the true 
director of this film. I'm not sure what to make of that 
claim, having failed to trace the credited director Frank 
Roach, but one thing's for certain: she must have been a 
formidable aliy. 11 owned Grauman's Chinese Theater, he 
handprints would be right there: between Bette Davis and 
Darth Vader. 

In keeping with the frozen- 
the dialogue fumbles for si 
full of mental symbols,” Dr. Stanhope informs Ann. “1 
dom want to talk about the mysteries of the mind,” she 
retorts. Elsewhere, Stanhope helpfully draws her own 
character profile when she observes to Dr. Johnson: 

‘Sometimes I really don + know what 1 see in you, Sven. 
Maybe you appeal to some sense of danger and adventure 
in me.” As for Joh irely sure what his 
process really does. It involves drugs, but there's also a 
technological angle: the homicidal immortals bear metallic 
devices in their necks, so there must be radio mind-control 
‘going on, Dr. Stanhope suggests that the immortals аге 
‘murdering people because Johnson has broken down their 
taboos by force, so по wonder they now kill independ 
To make matters even harder to fathom, Ann really does 
seem to be hallucinating, even though we know Dr. 
Stanhope was lying when she made her diagnosis, This, 
added to the intermittent dream imagery, makes the film's 
perceptual centre difficult to ascertain. While none of the 
mind-control, chemical, cryogenie, or techno elements 
really come together into а coherent whole, the prolifer 
ation of these sci-fi-horror cyphers gives the film a 
gleefully garbled quality which aids its passage from the 
mundane to the insane. (ts like Ted V. Mikels's The Astro 
Zombies made by a tre creative lunatic.) The film also 
feels cut loose in time: the sci-fi trappings are imported 
fiom the fifties and sixties, but the slasher murder elemen 
ard stylistic distortions are defiantly seventies. 

The dialogue is as haphazardly post-synched as any 

айап gorefest so if you care too much for realism you'll 
never be able to enjoy it. However, bad dubbing ceases to 
be a problem if you just give up and go with it. Try 
looking at people's eyes instead of their lips. Once you've 
adjusted you may even find that dubbing adds something 
to the experience. And at least everyone is speaking 
English onscreen. Heavily accented English, but English 
all the same. 

Frozen Scream is so violently disorganised that the 
actual sereen violence is secondary, Mind you, if that 
sounds like baloney to you, rest assured there's still enough 
bloodshed to soothe a gore-junkie's fevered brow. For 
reasons that remain naratvely and symbolically obscure, 
Dr. Stanhope chooses to inject the interfering detective 
McGuire in the eyeball at the end of the film, but while 
seems a little unnecessary, if the aim is to tum him into an 
immortal ice zombie, it does at least mean that the film 


Your dreams are 


Nightmare USA 


xular trauma to its list of achievements. Gore 
wever, is not where the action is; if you measure this 

by the usual standards, it won't give up its pleasures. 
ce ‘competence’ makes for such boring films — and 


7 Scream is never ever boring. 


This fascinating piece 
v historians of future civilisa- 
totally flummoxed as they try to understand the 

that made it. The line between haste and style has 


celluloid madness will ha 


blurred, leading to a general disconnectedness. There 
ıe well-conceived moments, in which the director 

э clearly thought about how to make a scene unsettling, 
tend to be swallowed up by the inadvertent 

> sutroundin 


them. What finally emerges is a film 


snbition mixed with technical primitivisma: it 
2 ravine between intention and accident, with 
and realisation. 
e you wonder whether Frank Roach and Rence 
knew exactly what they were doin 


ich creepy synchronicity between them 


all along. 


lishing the provenance of this extraordinary piece 
proven a fraught endeavour. Art Piatt, the 

gner, says it was shot on 16mm in no more 

days for approximately 525,000, 

i to Piatt, Frank Roach was actually co-director 

sd on the set, but Renee Harmon edited and thus 

sed the film. Roach was apparently not consulted 

є the editing, leading to a fall-out between the two. 


Frozen Scream was made for the European 
А around 1980 or "8I, 1 think, Frozen Scream and 

Riders [Roach's only other film, made without. 
атто] were made pretty close together. Frank Roach 
as a litle disturbed not to be there when they were 


Renee didn't want to spend a lot of money 


şe didn't have а lot of money, so she had it edited 
wn somewhere, and I think she paid abo 
оп through one of her college classes: 


ching a course on how to get into television 
rials, and that's where she found me, and the 
people she put into the movie, Sunny Bartholomew I think 


aid to get into the movie, to get a credit. Renee was a 


wd businessperson! | was making $25 a day as 


zen Scream Is a Clean Machine 


ап director. Sometimes we would just go to sleep on the set 
amd in the morning if you had a job to do they would wake 
you up and you'd do it. It was fun, and exciting and tiring 
You wore a lot of hats, because it was non-union.” His 
memories of Reach are few, but he does recall that he was 
a fairly “hands-off director: "The guy who played the 
detective was complaining to me that Frank wasn't giving 


him any direction, and 1 said, “Well, how lucky you are! 
You can do anything you want?" 

Regretfully, 1 have been unable to race Frank Roach 
and boy have I tried. But at least now, thanks to Art Piatt 
who supplied the information, we know what he look like: 
he plays the drunk seen in an alleyway, and is pictured in 
the photograph below, Maybe one day he'll emerge for a 
DVD commen 


wih Luce, pro 
tho eflct зы, 


The shadowy fue cl Frozen Sens 
айн Greco: Рам Я, 

in a роб photograph tai > 
for Nomad Riders hs 


(was made нл Ке тс 4 

Renee Harmon in 1981, Pa same year as 
Frozen Scam 
release of Nomad Riders 


tree taken by m Bryan in 
Be 270, poe around те ime of Lady 
эе gtr 


Baie coveted robe technology in 
Frozen Seam 


The 


Incomparable 
Renee Harmon 


Author's Note: 1 was deeply saddened when James Bryan 
contacted me, early in 2007, o say that Renee Harmon 
had died of heart failure at her home in Visalia, 
California on 26 November, 2006. I've decided not to 
change the tense of the following material ~ Renee never 
really received her due, so I prefer to publish this, her 
first published interview; as it was originally written... 


елее Harmon is unique. You can tell this from Fre: 
Scream and Lady Street Fighter, and her extraor- 
inary production The Executioner Part I. In a light- 
hearted mood you might call her “a character’, but you 
really wouldn't want to patronise her: even when she 
smiles or laughs in her movies, she can flash a ook that 
would peel a rattlesnake. Her German accent is another 


testament to her strength: she's lived in California since 

the late sixties, but when I spoke to her on the telephone 

recently, I heard not a single concession to L.A. cadences. 

Her English is fine. but there's no transatlantic twang, and 
valley-speak! 

Harmon is not widely celebrated, in fact many who 
know about her cinema regard it as cheap and shoddy, 
“They see ће obvious limitations but miss the real 
pleasures, Those with а squeamish dislike for rough edges 
‘will never appreciate the strange energy and det 
nation of her filmmaking. Harmon has worked on 
numerous projects with James Bryan, another filmmaker 
hardly over-blessed with funding. What united them in the 

hties was their resolve: in the teeth of 


possible failure, in the absence of money or critical 


— 


——— 


admiration, they stove long and hard to keep on working 
If you banish the received wisdom of how films should 
Took and sound, both Bryan and Harmon offer aesthetic 
sensations outside of the familiar, and in a climate wh 
culture is currently being rendered into а glue of 
retroactive consensus, we really ought to cherish those 
who cannot be so easily absorbed. 

It's always rather gruesome when critics try to force 
art motivations onto exploitation films, but there's an 

actises of low-budget 

‘commercial cinema and the avant-garde. One of the 
reasons that films like Lady Steet Fighter or F 
Scream feel so alien and unique is the haste with whieh 
they're shot: with an attitude that says, "Who cares if the 
take was fluffed, if there's no more cash it goes in the 
movie!" The limitation becomes a distinction when you 
change the artistic context; hasty decision-making 
becomes spontaneity (a venerable aesthetic ideal) and 
what seems slapdash equates to bloody-mindedness (a 
trait we love in our "crazy" artists), 

Speaking as someone who's watched a lot of allegedly 


interesting overlap between the 


"bod movies, | know what matters to me: | want to entes 
another world, to visit somewhere new, and 1 don't really 
care how "intentional or “involuntary” it is. Bryan and 
Harmon produce real surprises, leaving you incredulous, 
ош of step with reality. The rulebook has been flung out 
and it matters not to me if this was part of a creative 
strategy ora last-minute dash to get the scene in the can- 
lore the attitude that says а film mast be made, whether 
itiransgresses normal standards of quality or not. (The 
Executioner Part И is especially far out in this respect, 
and Harmon, though onscreen too infrequently in my 
‘opinion, was a major contributor both onscreen and off 
I's probably only by ignoring the possibility of failure 
that Renee Harmon was able to complete her projects, so 
it's not surprising that she has little time for c 

suggestions of variable quality. Enquiries along such lines 
are curly shot down, She's an unswerving individual with 
mo taste for compromise and if you don't like her work 
you know what you can do! 


Nightmare USA 


A Chat with Renee Harmon. 


Renee Harmon was bom in Mannheim, Germany in 192 
Her first ambition and creative passion was to dance. As а 
ld, she was a fan of Shirley Temple, but nothing she saw 
as a child at least, made ber dream of the film 
hod stumbled into 


иу. I asked her if she felt that sh 
film by accident 
"Well in a way, 1 did; was a dancer with the 
Mannheim Ballet, 1 was in dancin 
cats old, and then when 1 came to the US 1 danced for 


asses since 1 was four 


olleges and universities - mostly religious universities, 


е very clean, and my dancing was 
‘lean, What I don't like in dancing right now is that, o 
itis kind of diny. 
Ms. Harmon has an air of authority which stems from 
er family background: “My father was in the army. And 
= Army was a wonderful place to live. My father hated 
Hitler, so he was killed at the end of the War by one of his 
fiers. Because he said, "Well well well! We got rid of 
iler! Let's put up the white lags!” He was shot in the 


ad. An American General helped my mother, and he came 

funeral. My grandmother was Jewish. My parents ran 
ore, which was completely destroyed during the War. My 
other survived and came with us to America, 


Harmon married an American serviceman in Germany 
13 August, 1955, and moved tothe USA in 1957, (Their 
ast child, a boy, was born on 17 July, 1957 in Augusta 
Georgia. Renee's daughter and companion Cheryl was bom 
же time later, on 19 July, 1968, on an American Army 
hase in Wiesbaden Germany. "We arrived in New York and 
rom there we went to Minnesota, My husband was inthe 


iy and he was transferred every so often, and we went all 


er the United States, I liked the army officers wives, and. 
T hod a good time with them. We ended up in Woodland. 

Hills Los Angeles in 1969, a very 
was accepted into the Country Club. It was a пісе place.” Аз 
Tor California 1969, with all its changing morality 

жеге по hippies in the suburbs. The hippies were downtown 


suburb, nice people. 1 
There 


but we never went downtown. 
In the mid-seventies, having settled in California, 
ion took а post at Moorpark College, Los Angeles, as 
sn acting teacher. There she met James Bryan, who was 
caching camera skills. During 1976, the wo worked 
ether on a project called Lady Street Fighter, which was 
tally released in 1978 (see previous chapter on James 
Bryan). In 1980, Renee launched production of Frozen 
Scream, employing her Moorpark College students: "Frozen 
Scream was made in а haunted house. We didn't know it 
мах a haunted house, we were told it was later. The lights 
would go off and on, and my people were shouting, ‘Come 
the lights back on!" It went all over the 
ted States; not big theatres, small theatres. It was very 
clean; ай my movies are clea 


Harmon's memory а 
remember Doug Ferrin or Celeste Hammond, who receive 


creen credit for writing the film, but she's sure they had 
d in the script: "I thought if 1 wrote and directed and 
produced and starred, it would be too much, so 1 gave the 
‘cameraman but I decided it 
would be better to have another director on the film. I didn't 


redits away, Frank Roach was 


be credited as director, for business reasons. I 


directed the film. 
failed to track down Frank Roach for his 
ts, i's hard for me to know how to respond to this 


he Frozen Scream Is a Clean Machine 


assertion, although it is worth bearing in mind that Renee 
Harmon is not in the best of health. She is far clearer when 
quizzed about her own directorial style: “I find it 
direct others, Because when | look at people I sit in the 

gund and write things down, and then my director 


talks to them, I am not a very nice person when I am 


filming, okay? Very mean, yes? And demanding." Beart 


in mind James Bryan's account of the making of The 


Executioner Part Il, which she starred in and produced (see 
chapter on Bryan), 1 asked Ms. Harmon if she ever had to 
compromise when making her films on such very low 

"No, no, no. No one could interfere with me. The 
script was filmed as 1 wrote il. Ih 


d no interference." She is 


also very adamant that 1 stress one vitally important thing 
about her work: “АШ my films are clean. 1 don't have 
anything dirty in my films. 


Ms. Harmon exited the film industry in the mid- 


eighties and took up writing: so was the industry 
changing? “Yes, It was not as clean as 1 wished it to be.” 
Since then she has published a book of mystery stories 
called The Three Red Satchels some time around the late 
1980s. A book adaptation of Frozen Scream exists, penned 
by Ms. Harmon herself, called Evil Covenant (а must for 
any fan of the film, if you can find it), and she has also 
written a book called Hollywood Mysteries: The Hunting 
Let the Dice Roll (published 2000), about a female 
detective. Although she is inca 


Party 


acitaed somewhat ће 


days, she is animated and emphatic in conversation, she 


Renee Harmon al ha hêl 


s Frozen болат 


retor Tm 
Batman Returns (1992) ra 


rı? How about his 
Fares Harmon эла Bi 
Byars vdeo copy ot 


Res Coyote, Run: e unease 1985 


Lady Street Fighter! 


сап still write, and is working on new projects. I wish 1 
was as rich as her California neighbour George Lucas: ГА 
give her a blank cheque and а loud-hailer, and set her 
loose on а Hollywood crew! 


James Bryan wrote the following passage after I spoke to 
‘him about my conversation with Renee Harmon. He paints 
different picture to the one that emerges above This is a 
‘most important additional commentary. Ms. Harmon was 
in mo way feeble when we spoke, and she directed our 
‘conversation adamantly. but she was quite il and 
obviously confused at times, especially when it came to 
names, dates, and the professional status of her one-time 
collaborators in film. Jim v recollections are of Renee in 
her prime, and provide an essential balance for our 
perception of her character 


‘As producer, Renee kept a very effective tight control over 
her productions, planning and arranging for locations and 
cast. During actual production she was fully involved with 
her part as actress and with other east members, who were 
usually her students. Renee spent a lot of time working with 
the cast, going over and over their performances in the days 
prior to actual production, so in that sense she was 

directing, and had shaped the actors and their work down to 
the smallest degree. When we were in production and on the 
set Renee never stopped as producer and worked behind the 
scenes to keep things on track, yet she didn't have much to 
say about the director's job other than to support his 
authority and to demand the same support from everyone 
else. When others came to her with questions outside the 
work done previously in her directing sessions, she would 
direct these people to consult with the director for the 
answers to their questions. Renee never was one to usurp 


the director's authority and never allowed anyone on the set 
to support me and 1 
‘worked to support her I believe Renee would have worked 
the same way with any of her directors. She expected 


todo it either, She was always worki 


everybody to do their job and she backed e 
production wholeheartedly. Renee used a lot of first-time 
people so there were always unprofessional types who had 
to learn the ropes, and they might start out finding fault with 
те or Renee; ultimately, due to Renee's ironclad dem 


on the set, those who began with ridicule would develop a 
respect and genuine affection for her. Perhaps now, with 
Renee in a weakened physical sate, those old comments 
that used to bounce off a very tough hide have started to 
‘or maybe the way the world sees our old efforts now 


seem less than kind to her If Renee feels the need to 
reconsider the credits on her body of work then РИ 
with whatever she sees as correct in the light of a career to 
be proud of. The Renee I've known over the years gave 
everyone their credit and was generous in her praise. In my 
hearing she never once detracted from any of her director 
contributions, nor brought their credits into question." 


RENEE HARMON: 
FILMOGRAPHY AS PRODUCER AND ACTRESS 


Неде aka Hol Riders 
Run, Coyote, Run (тее 
(de James Beyan) 


Jungle Тар (unreleased) (dir. James 


AS ACTRESS ONLY 
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Cindereta 2000 (dir Al Adamson] 
Van Nuys Bv (dir. Wasa Sachs) 

Night of Teror aka Escape fom the Insane Asylum 
(бе Fal Girard) 
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chapter 2 


The Fiend from 
Prime-Time 


John Peyser on The Centerfold Girls 


The Centerfold Girls (1974) 
erhaps the strangest of the seventies proto-slasher films, 
The Centerfold Girls = in which prety girls who pose 

for the same softcore calendar are stalked and killed by a 

puritanical misogynist — certainly rings some changes on 

the old three-act structure. I's divided into sections, as 
distinct from each other as the pages of a calendar. Nothing 
links the three settings except the mania, who tums up 

Tike a bad penny to eradicate the objects of his desire. I's 

‘his mechanical, eerily callous structure tha distinguishes. 

the film, as it mirrors both the subject of the fiim (the 

commercial objectification of women) and the attitude of 
the killer. The effect is almost to mimic the portmanteau or 
anthology film, popular at the time thanks to the British 
company Amicus. 

The credits rise over the killer (Andrew Prine) on a 
moonlit beach, burying a female corpse in а sandy grave. 
The only sound is the indifferent roar of the waves. Lacking 
any context or explanation, this opening gambit immedi- 
ately unnerves us with its lack of emotion. There's no 
mystery, no suspense, jus the flat, unadorned concealment 
ofa corpse to ‘get things rolling”. This objectified, affecless 
vibe recurs throughout and gives the film a special kick that 
makes it feel like a precursor of William Lustig's Maniac 
And like Maniac, The Centerfold Girls rests firmly on а 
terrific performance by its star. Andrew Prine is creepy and 
convincing in this, the second of his lunatic roles that yea, 
alter The Barn of the Naked Dead (sce review section). I's 
з part that was probably less than substantial on the page, 
but Prine just picks it up and runs with it he's one of best 
low-budget stars of the era. I was reminded a litle of 
Anthony Perkins's insane priest in Ken Russell's Crimes of 
Passion, though for my money Prine is scarier. Не 
addresses his victims with a barely suppressed sneer, a 
superior air of disgust bome of a biter Puritanism. Prine 
cought to be а genre celebrity along the same lines as 
Perkins, or Donald Pleasence: like the former, he has a 
gaunt, sardonic intensity, and like the atter, he can tum 
Schlock into gold. With decent material like The Centerfold. 
Girls, he's unstoppable. Peyser directs with hallucinatory 
camera angles to amplify the killer's actions, emphasising 


The Fiend from Prime-Time 


his dangerous sense of omnipotence. Utterly convinced of 
his capabilities, he exudes а cold, shark-eyed simulation of 
post-sixties freedom: both comical and carnivorous. We see 
him stepping from a car in his too-shor trousers and out-of- 
date spats, the camera’s floor-level wide-angle lens 
conferring a sort of geckish anti-glamour. He's an unhip 
psycho in the ‘permissive age’, out of date but able 10 pass 
himself off as just another garish Me-Generation freak. (Bill 
Landis makes the following sharp observation in his book 
саго! Express: “Andrew Prine plays a psychopath who 
stalks the monthly pinups that appear in а third-string men's 
stroke magazine. Curiously, Prine himself was a man of the 
month in Има magazine at the time, so be brings an extra 
dimension of reality, zest, and understanding to the role") 

Unusually for a low-budget movie of this (supposedly 
debased) sort, art design decisions have clearly been made, 
with the killer's apartment decked out entirely in white: 
white bed, white wardrobe, white walls, various white 
accessories, and even a white record deck on which the 
killer plays an album. (If only it was white vinyl!) In. 
contrast, the black, misogynous fantasies of the killer are 
immediately apparent: we see him slicing up а girlie 
calendar, enacting hypocritical violence on the primary 
symbolic currency allowed to women in patriarchal culture: 
the photographie image of beauty. 

A groovy sixties hom arrangement introduces Jackie 
Carol (Jaime Lyn Baver). The music, along with her casual 
nudity, suggests the counterculture, ший we see her arrive at 
а hospital - her place of work. In nurse's uniform, she 
immediately embodies a social role that has no truck with 
"dropping ош". Kind-hearted Jacke then buys herself a night 
in bell by taking pity on a hippyish hitch hiker called Linda 
(lanet Wood), who has apparently been abandoned by her 
friends. Jackie invites her to spend the night. Only when the 
girl's friends (Dennis Olivieri, Teda Bracci and Tali 
Cochrane) invade the house does she realise she's dealing 
with а spiteful litle psycho who'd have been more at home 
atthe Span Ranch, (The name ‘Linda’ was perhaps intended 
by screenplay writers Arthur Marks and Robert Peete to echo 
Linda Kasabian, the Manson girl who tumed State snitch.) 
Certainly, these aggressive, home-invading hippies seem 
freshly plucked from the post Cielo Drive American psyche. 


THE MOST BEAUTIFUL 
GIRLS IN THE WORLD! 


Will he LOVE me 
or KILL me? 

the 
Centerfold 
x Girls 


105 


Sharon Tate and her friends were arbitrarily killed by such 
people, even though they weren't the originally intended 
target: the Manson Family struck with an indiscriminate 
resentment, something that gave the killings their special 
horror. Likewise, the first рап of The Centerfold Girls deals 
with the fear of being exploited, robbed, bullied and 
terrorized, just because you happen to fit an arbitrary mug 


shot of the bourgeoisie carried around in a sociopaths head 
After a night of humiliation, Jackie escapes to а nearby 
residence, only to fall foul of Ed Walker (Aldo Ray), the 
frustrated husband of a shrewish wife (Paula Shaw). Instead 
of trying to help, he treats the distraught woman's partial 
nudity as ап invitation to party. So much has gone wrong for 
this suffering heroine (the plot's quite Sadean in its 
mercilessness) that we can only wince when she escapes this 
new indignity and then wanders into the arms of the killer. 
Page Two’ sets off in а much lighter vein. Three pretty 
centefold models, Sandi (Kitty Сап), Glori (Ruthy Ross) 
and Charly (Jennifer Ashley), a young male actor, Sam 
(ohn Denos), an ageing modelling agent, Melissa (Francine 
Danton) 


York), and her photographer husband Perry ( 


the later pair enmeshed in а sort of Albee-lite relationship 
head off for a photoshoot at a chic bachelor pad on an 

ed island. From the trendy guitar music 
and shadowy colour-tinged lighting to the Ten Little Indians 
vibe and the black-clad killer wielding an open razor, this 
middle segment plays for all the world like a Continental 
giallo of the sort Sergio Martino or Silvio Amadio might 
have directed. If the sound recording had been blatantly 
post-synched, the illusion would be complete. And Peyser's 

ative shots of blood 


ive but deser 


taste for swift, artistically ima 
гом» (across a plate glass 


splashing from victims’ i 
window; into а deep-blue outdoor pool) is worthy of Dario 
Argento cirea 1971, Perhaps because of the stylisation, the 
mood is much lighter: the body-count is cheerfully high and 
the whole island escapade ìs almost a holiday from th 
grimness that surrounds it 

The third part involves Vera (Tiffany Bolling). a pretty 
airline hostess, and her friend Patsy (Connie Strickland), 
Patsy hosts а fabulous shindig that's shot hand-held through 


a wide-angle lens (like all the best parties). Her friend 


however takes a raincheck, wondering about the creep who 


mailed her yellow roses and then followed them up with a 
phone call saying, "Вали, aren? hey. | hope they bury 


3ou in ellos." W's the high-life, alright, but there's a 


shadow 


at the feast, Occasional glimpses of the roiling 


‘ocean cue а dark foreboding. borne in by the roaring waves 
Ву now we've come to recognise the killer's soundtrack 

a haunting, slightly pre 
tune: it's lke something The Doors might have 
around the time of Strange Days. In fact, as Prine murders 
Patsy (mistaking her for Vera) he looks uncannily like Ray 
Manzarek (crossed perhaps with Tom Verlaine). Alerted to 
the fact that there's a killer working his way through the 
calendar, Vera ducks out of town, but stupidly leaves her 
forwarding address with an equally careless friend. 

we're back on the bad-luck trail, as Vera's car 
Tat. The sailors (Scott Edmund Lane and Richard 
st up slip a roofi into her beer, and 
by nightfall poor Vera is lyin’ high. The boys pull in at a 
motel for a night of drugged debauchery 
recalls Welles's Touch of Evil. When Vera 
her night of ravîshment, Prine is there to greet her 


theme us mock-harpsichord 


corded 


Mansfield) who pick h 


a scene that 


emerges from 
posing 

ss a concemed square called "Clement Dunne’ who thought 

he heard a commotion from the room next door. When he 

offers the shell-shocked girl a lift back to town, she’s so 

disorientued by her experience that she mistakes this horn 

rimmed Humphrey for a saviour. That is, until she finds a 

yn the back seat, with 


copy of her magazine centrefol 
creepy graffiti scrawled over it 
This time, though, the relationship between killer and 
victim is different: Vera fights back and challenges the 
Killer verbally: "There are lots of pretty girls in the world 
you know; you ean? kill the whole world!” Again, Peyser 


displays an aesthete's eye as Vera makes а run for it 
through a fire-scorched forest, with trees reduced to brittle 
stumps and the ground thick with ash, And, in а scene that 
plays like a prototype of the ‘Final Girl" scenes so beloved 


of erties, Vera makes a stand against her tormentor. 


Like many of the best American horrors of the 1970s, 
The Centerfold Girls is a triumph of atmosphere over story 
The choice of locations, the sparing sound design and the 
subile rootlessness of the narrative unpick the viewer's 
genre moorings, leaving the overall sensation weirdly loose 
and defocused. For all the second section's frivolity, the film 
has little warmth — one feels that arbitrary narrative 
decisions are being made to ster the courses of characters 
towards disaster: а chilling analogue to the empty 
impulsiveness of serial murder. Several bleak and 
impressive scenes occur at coastal locations, adding to the 
morbid, end-of-the-line feel. I's not a complete downer 

but it would be, if it wasn’t for Príne's compelling 
performance. Besides, down is good as far as I'm 
concemed; а far grislier movie like Bloodsucting Freaks 
piles on the atrocity while attending to our prurience with all 
the smarm of a posh waiter. {prefer movies that bite rather 
than lick the horrorfn's hand, and 1 want my serial killer 
films to convey the sickness of the killer. The Centerfold 
alist known mainly 
for mainstream drama entertainment, Yet he turns in this 


Girls was directed by а television spe 


chilling piece of work that proves you don't have to Jove the 
re to make а great genre film. I wish Peyser had 
тештей to horror а few more times, because The Centerfold 


Girls is a genuinely creepy and engaging drive-in classic 
deserving of much greater eminence in fan circles. 


Nightmare USA 


John Peyser 


Interviewed 


Note: John Peyser died on 16 August, 2002 but I wax 
fortunate enough to reach him for a brief interview. The 
mails he sent me in June and July 2001. 


quotes are from. 


John Peyser was bom at 86h Street and Broadway in 
New York City, 10 August 1916, and raised in 
Woodmere, Long Island, "My father was an insurance man 
but also a frustrated Broadway producer,” he recalls. "He 
produced two plays on Broadway, neither great successes, 
but our house was always filled with actors, actresses, 
writers, directors and assorted theatre people. From the 
time 1 was in high school I knew that would be in ‘The 
Business’. 1 started in radio and then on to television and 
into the cinema and back to television and then back to 
cinema ete. After high school I attended Colgate University 
for four years. While I was there 1 worked in а small radio 
station in Utica, New York, as assistant program manag 
My first job after school was directing fifteen-minute and 
thirty-minute open-end dramatic shows to be sold to small 
radio stations. After 1 had made a hundred of them 1 went 
оп the road to sell them to stations all over the New 
England States. Then 1 got the opportunity to become a 
page at NBC. After I had been there six months, besides 
paging and taking guided tours of the studios and acting as 
fin director on soap operas, 1 was afforded the chance to 
join the new television department. I was transferred to the 
RCA Exhibit at the 1939-40 World Рай in New York and 
pot оп live shows for the exhibit for two years. 1 continued 
to work for NBC until the war came and I went overseas to 
North Africa, Sicily, Italy, France, and Luxembourg to try 
to grab radio stations before the Germans blew them up, 
get them back on the air until another team relieved me, 
and 1 would move on to the next job: 

After the War, Peyser came back to New York and 
worked as а director for CBS, under his former 
commanding officer and founder of CBS, William Paley 
making “hundreds of live shows, including Suspense 
Prudential Theater, Studio One and so many | can't 
remember.” The early 1950s аге frequently referred о as the 
Golden Age of American television, and Peyser was in the 
thick of it, directing live for The Frank Sinatra Show. 
Starlight Theater, Kraft Television Theatre and Armstrong 
Circle Theater. In 1953, Peyser directed the legendary 
James Dean in “Deaths My Neighbor’, an episode of the 
drama series Danger. Also appearing were Betsy Palmer 
(Friday the 130h's Mrs. Voorhees) and Walter Hampden, a 

ly respected stage actor. Joumalist Ronald Martinetti, 
who interviewed John Peyser in 1975, related а story that 
Peyser told him about working with Dean: “After the cast 
had gone over the script, [Peyser] called Dean and 
Hampden together to block the first scene. It was a highly 
dramatic one in which Jimmy told the old man of his 
misdeeds, and the old man felt pity. Peyser recalled that as 
Hampden began speaking his lines, tears welled up in the 
old man's eyes His voice sounded choked and everyone 
appeared deeply moved. Then, abruptly, Hampden stopped 
and tumed to the director. In а clear voice, he asked, “Is that 
what you want, Mr. Peyser?" Peyser replied, "Yes, thank 
you, Mr. Hampden.” Dean seemed stunned by the old actor's 
technique: his jaw dropped and he gazed at Hampden in 


The Fiend from Prime-Time 


THE MOST BEAUTIFUL GIRLS IN THE WORLD! 


amazement. Peyser recalled afterward that “from then on, 
during rehearsals, Mr, Hampden could not start to sit down 
unless Jimmy was there placing a chair for him." 

In 1955, Peyser moved to California, maintaining an 
astonishing work-rate as а contract director for Warner and 
Universal: “1 directed over a thousand filmed ТУ shows 
including The Untouchables, Combat, Caine Hundred, 
Switch, Charlies Angels and on and on,” he said. Peyser left 
the United States in 1966 and headed for Spain, directing 

ie war series The Rar Patrol, which used Spanish locations 
for depictions of desert warfare. "Then 1 stayed on and did a 
bunch of pictures, including: Honeymoon with a Stranger 
with Janet Leigh; Four Rode Ош with Sue Lyon, Leslie 
Nielsen and Pernell Roberts and Kashmiri Run with Pernel 
Roberts, Julian Mateos and Alexandra Basted"? 

Retuming to the USA in 1973, Peyser ran into an old 
ри, film producer Arthur Marks. The Centerfold Girly was 
the result. As Peyser recalls, “I had just retumed from eight 
years in Spain and had gone broke dae to Nixon's devalu- 
ation of the dollar. My son and I had shipped ош two 
Rovers to New York and had just driven them across the 
country to Woodland Hills, California. In the parking lot of a 
shopping centre not far from our house, my son decided he 
needed а McDonald's hamburger, As we parked our cars we 
ran into Ап Marks: Hey John, am I glad to see you. I got a 
picture for you. It starts prep next week. Are you free?’ That 
was my intro into the picture. Art and 1 were old fiends 
When 1 came out from New York, with а CBS series The 
Man Behind the Badge, Ап was assigned to me as my First 
Assistant Director. Н was his first shoot as a Ist AD. We 
stayed together for the whole series then moved on to 
Warner Brothers for а couple of years. We then went our 
Separate ways. Ап rose in the ranks and became producer of 
Perry Mason, where 1 directed for him.” 
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The Centerfold Girls was a production of General Film 
Corp. a company owned and run by Marks. Peyser 
explained, "The money was put up by a small group of 
private investors who had been into three films prior to The 
Centerfold Girls. The film cost $181,000 complete, and was 
shot in twenty-one days on Hmm stock. It retumed its 
money to the investors with а small profit" As part of ihe. 
pre-shoot research for the project, questionnaires were sent 
ош to exhibitors on the East Coast, mostly drive 
operators, along with a synopsis of the story. According to 
Marks, the questionnaires asked theatre owners how 
imterested they were in booking stories featuring horror and 
nudity. "They responded enthusiastically." Peyser added, “so 
we made the picture.” 

The film was shot in December 1973 in Los Angeles 
with the numerous shore scenes filmed in Paradise Cove, 
about twenty five miles north of the city. Peyser had nothing 
but praise for his star, Andrew Prine: "Andy was a doll to 
‘work with. We had done TV shows before so we were not 
strangers going into this film. His input was very important 
As we had a very tight shooting schedule, we worked out his 
character, his dress and even the idea of his all-white living 
quarters before we started to shoot.” Of the rest of the cast 
he recalled: “The actresses were hungry thespian They 
understood the nudity problems and by the end of the first 
day of each segment lack of clothing was another costume. 1 
worked with each girl every moming during make up. Some 
had а lot of working experience but most were tyros. I did 
the best with what {had in the time available, One thing 1 
would have changed was to play down the hippies. I think 1 
let them get out of hand. Unfortunately there was hardly 
time for ‘take two". We were doing about forty to fifty set 
‘ups а day. | rehearsed with the ators during lighting. 1 
worked with the people whenever I had a chance before 
shooting began." 

asked Peyser for his recollections about other key 
members of the production: "Mark Wolin, who did the 
soundtrack, had access to an extensive music library. Most 
all the music was ‘library’, already recorded, We selected. 
the cues and themes from that library. Wolin did record 
some cues. Wheeze was a musical group we hired to record 
cues we could not find in the library. Charles Stroud, the 
producer, had been a child actor. He later became a 
production manager and worked in many films. He was 
promoted to producer by Art Marks, He did the film 
Togetherness [dir: Arthur Marks, 1970] filmed in Greece. 
He later produced a number of films for General Films and 
Arthur Productions. Robert Maxwell was a well-known. 
independent director of photography. He was suggested to us 
by Roget Corman, His knowledge of low-key lighting and 
mood atmosphere was a must for the look of this film. 
Robert Peete, ап Afro-American writer, collaborated with 
Ап Marks after Marks had written the story. Peete wrote the 
Screenplay and then he and Marks polished it” 

When I asked Peyser if contemporary factors like the 
Manson case had played a рап in the darkness of the story, 
he was adamant that such connections were superfluous: 
“Not the Manson case. Just the temper of the times. [think it 
was an era of how much we could get away with. We had 
been censored by television and the Hayes office for so long 
thatthe new freedom was a great relief, but still we were 
held within bounds by an innate sense of good taste and 
bui in self-censorship. For instance, I think movie fucking. 
isa bore.” He was equally dismissive about possible 
influences from recent American shockers like The Last 


House on the Left: "I was not avare of any other filr 
this genre. I had been away in Spain for eight years and 
nothing of that kind ever was shown in the time of Franco. 
What you saw was what I wanted you to see. I must say it 
was ll 

The Centerfold Girls was released in the late Spring of 
774 when the drive-ins re-opened after the winter snow. It 
‘opened in six Easter states: Massachusetts, Rhode Islan. 
‘Connecticut, New York, New Jersey and Pennsylvania. 
Peyser recalled that, "The reviews and press were always 
favourable and enthusiastic, The picture was financially 
Successful and went on to play driv-ins all over the USA. 

‘After Centerfold Girls, Peyser went back to television 
always his greatest pleasure. He contributed episodes to 
Hawaii Five-O, Tales of the Unexpected, Quincy, CHiPs. 
and Charlies Angels, among many others. However, sources 
often give the wrong impression when it comes to eredits оп 
long-running television shows, frequently implying a 
director has worked throughout a series, when in fact he. 
тау only have directed а single episode; such is the case 
with Peyser’s contribution to Charles Angels, for which he 
directed "Taxi Angels" in 1981. To call him “best-known” for 
his work on the series, as some obituaries did, is somewhat 
leading. (Other directors were far more intimately 
involved with the Charlie ¥ Angels series: Dennis Donnelly, 
who made The Toolbox Murders: Bob Kellan, director of 
Rape Squad for AIP; and George McCowan, director of the 
wonderful Frogs, ай made numerous episodes cach.) Putting 
aside the live dramas of the forties and fifties, for which 
complete credits are unavailable, Peyser's most sustained 
involvement appears to have been on shows like Behind 
Closed Doors (a late-fifties spy series for which he made 
sixteen episodes), The Untouchables (the classic crime series 
for which he made nine episodes). Combat! (a WWII war. 
drama series of the sixties, for which he made twenty-seven 
episodes), and the series which he himself created for 
television, The Rat Patrol (a drama series set in WWII for 
which he shot ten episodes, three of which were edited 
together to make the TV movie The Last Harbor Raid), 

With a career so deeply embedded in the heyday of 
American television, and a list of directing credits still to be 
definitively compiled, which Peyser himself claimed would 
reach over a thousand, it's perhaps а йе strange that this 
piece = to my knowledge the most detailed ever written 
about him = should focus mainly on The Centerfold Girls, a 
film so untypical of his work; his "Back sheep’, even. 1 
found him courteous on the subject, but disinclined to 
discuss the film in detail, | suppose i's understandable: in a 
career that saw him directing the greats of the Hollywood. 
screen, rubbing shoulders with Sinatra and Dean, and then 
ploughing though a phenomenal run of hit television shows, 
it's litle wonder that foc him, The Centerfold Girls was of 
minor interest. For the rest of us, who love and admire the 
film, it's amazing to think of a life so packed with 
achievement that this movie barely mattered to ts maker! 
Rest in peace, John Peyser: if ever а man deserved а lie- 
down, it's you! 
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2 Despite several erroneous credits elsewhere, John Peyser had 
thing todo with the 1969 film Anatomy ufa Crime. 
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My Mind 


The Films of Frederick Friedel 


Axe (1974) 


lthough genre movies from the Southern states are 
often perceived as simple fare, aimed at those for 
‘whom “Ant is simply the name of the guy who runs the 
drugstore, there are a significant few whose work makes 
the clichés inoperable — Lone Star horror specialist S.F. 
Brownrigg is one of the foremost examples, and another 
is Frederick Friedel. Although Friedel — а Brooklyni 
‘eho moved to Charlotte, North Carolina seeking film 
‘work - directed only two horror films in the 1970s, they 
эге head and shoulders above the pack. 

Best-known around the world as Axe, Friedel's debut 
‘initially sounds unlikely to inspire adjectives such as 
subtle, experimental or thoughtful: so, to set off on the 
‘ight foot, let's begin by remembering that the director's 
original title for the film was Lisa, Lisa. The repetition of 
this gentle, childlike name sets the scene in quite a 
different way. It has a romantic and poetic cadence, 
placing a (doubled/spit) female identity centre stage, and 
suggests yearning, sadness or regret (feelings often. 
expressed through the repetition of a name). When we 
‘eventually meet Lisa we begin to appreciate both the 
tenderness of the original title and the irony; once we've 
seen her in action, the echoing title is more like a futile 
сту reaching for a lost soul. It's also а reiteration of a first 
name without a surname — and unanswered questions 
about the role of patriarchal character become increas- 
ingly significant as the film progresses. 

The credits appear over a beautifully photographed 
view of a farmhouse at dusk (or dawn), with a tree beside 
sithouetted against the sky, branches and twigs reaching 
‘out like delicate nerve fibres... Friedel holds the shot for 
ıa long time (due, in fact, to problems making the film run 
1o feature length), bur like most of the film's slower 
passages it dovetails beautifully with the emotional bias 
of the story. Austin McKinney, Friedel’s invaluable 
director of photography, achieves many striking images 
throughout the film, but this painterly opening shot is 
especially fine, and feels more like something from. 
Terrence Malick's Badlands (1973) than neighbouring 
fare like Doctor Gore (directed the same year by Lisa's 
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producer J.G, Patterson). Although the салу scenes veer 
away for a while, the mood of this first image, redolent of 
childhood and memory and the vulnerability of the mind, 
ultimately prevails. 

Post-eredits, it's a very masculine world in which we 
find ourselves, as we join three men breaking into а hotel 
room. This dysfunctional trio — Steele (Jack Canon), a 
temperamental, sardonic hood with a down-at-heel aura, 
Lomax (Ray Green), a bullish heavy, and Billy (Frederick 
Friedel himself), a nervous, lanky youngster = provides 
the first axis of the film, We stay with them as they settle 
down to wait for their prey, а man called Aubrey (Frank 
Jones). But what could have been ellipsed into a brief 
expository scene becomes a weirdly attenuated cinematic 
set-piece in its own right, running approximately four- 
and-a-half minutes, Nervous glances to the light under 
the hotel room door; fragments of detail as the three 
attempt to keep their cool; hallucinatory suspensions of 
time in the editing — ай turn an otherwise “dead air’ scene 
into a sequence that cues the film's overall mood. By the 
time the unfortunate Aubrey arrives, our sense of time 
has changed, sucking us into the drama on Friedel’s 
terms. And it's no caprice ~ what may seem merely 
perverse to begin with is a tip-off to the real metabolism 
of the movie. 

The confrontation with Aubrey ends in his violent 
death. The gang of three go on the run, squabbling among. 
themselves and revealing the dynamic oftheir group, The 
‘strongest’ characteris also the most compromised, 
Steele's role as leader is undercut by his bitterness and 
fake machismo; beneath the posturing we sense a man 
perpetually disappointed in himself. For all his bravado 
he's barely suited to guiding his own destiny, never mind 
that of his partners, Steele attempts to assert his 
leadership during a bullying interlude at a convenience 
store. Showing off to the brutish Lomax, he subjects a 
lone female shop assistant (Carol Miller) to a barrage of 
humiliation. The scene is disturbingly well-acted ~ Miller 
admirably conveys suppressed terror, making the 
degradation of this character (which in graphic terms. 
amounts to little more than the removal of her blouse) 
‘acutely uncomfortable. The impact is conveyed through 
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the acting and direction, both of which refuse to deliver 
an illicit “exploitation” thrill that isn’t also balanced by a 
counter-weight of horror. Significantly, Billy, played by 
the director, remains outside in the ear during the assault, 
and he refuses the bag of nuts Steele offers him when he 
and Lomax return. In a perhaps slightly disingenuous 
way, Friedel is establishing his own relationship to the 
violence depicted 

After this gruelling episode, we encounter the second 
axis of the film: the relationship between strange, distant 
young Lisa (Leslie Lee) and her paralysed, mute, but 
perpetually aware grandfather (Douglas Powers). The two 
of them occupy an isolated farmhouse, standing in its 
‘own grounds like a pariah, off the road and away from. 
other habitation, It's the house seen in the credits 
sequence. Fraught with an air of anxiety the building 
itself seems to vibrate with impending trauma, 

Lisa calls the man for whom she cares "grandfather 
‘but he's not very old, in his fifties maybe, and our doubts 
bout the truth of their relationship are stimulated by 
suggestive editing. It's difficult to be sure quite what 
feeling is trapped behind the staring eyes ofthis man as 
he witnesses the encroachment of Steele's gang into the 
house, and later, Lisa's bloody retaliation. No easy 
‘emotional cues are given. He cannot show love or hate, 
anger or fear. Somehow, though, it seems likely that he's 
seen Lisa's darker side before. Douglas Powers, who has 
the unenviable task of conveying emotion without 
moving his face, is marvellous at achieving what's 
needed. His eyes alone carry numerous scenes in which 
the camera homes in on his features. With so much 
mystery, so little explanation, the audience must scour his 
slightest change of expression for clues as to what has. 
happened before. Through the editing, Friedel suggests 
all manner of possible explanations, none of them. 
pleasant. When Lisa steps out into the back yard to kill a 
chicken, the edit takes us from a shot of her chopping the 
bird's bead off with an axe to a close-up of her 
grandfather's intensely staring eyes. Ins not a reaction 
shot = he's indoors and can't see outside — but the editing 
links the two and carries intimation of castration, further 
elaborated when Lisa returns and feeds the old man raw 
eggs from a bowl. Perhaps grandfather was once a source 
of unwanted intimacy? After the house is invaded by the 
gang. a distressed Lisa shuts herself in the bathroom ar 
secs а lange worm in the bathtub plughole. Following on. 
from the ‘violation’ of her house by male intruders, Lisa's 
hallucination has inevitable symbolic weight. 

While it's perfectly normal for a country girl to kill a 
chicken for dinner, Lisa's demeanour as she's doing it is 
unsettlingly detached, and the scene where she lingers 
over a smashed egg when returning from the henhouse 
a brief touch, but genuinely haunting — raises all sorts of 
questions: not least the whereabouts of her mother. It's 
also a clear nod to Roman Polanski's Repulsion — 
remember Catherine Deneuve's dreamy, disconnected 
Carole, gazing at а crack in the pavement? Repulsion also 
comes to mind during Lomax’s attempted rape of Lisa, 
which Friedel stages in tight close-ups with a stifling 
quietness from the actors. And finally, the stubborn lack 
of dialogue explaining the past is as pervasive а 
directorial choice here as Polanski's refusal to spell out 
the source of Carole's childhood trauma. 

Whatever our suspicions, they remain unanswered 
and we have to move on. The old man’s immobility 


means that, disturbed or not, Lisa must act alone against 
the invaders. And act she certainly does. When Lomax 
tries to rape her, she slices him across the hack of his 
neck (presumably opening arteries too, although we don't 
sce it) using a cut-throat razor she was playing with 
earlier, Dragging Lomax's body into the bathroom, she 
‘dumps it in the tub and hacks it to bits with the axe she'd 
used earlier on the chicken. All the key props in the fiin 
have a follow-up scene (eggs, chicken, soup, axe, razor) 
there's even an echo of the earlier worm hallucination, as 
we see the rapists tie, soaked in blood, curled in the 
bathtub with one end in the plughole: further support for 
the notion that Lisa's original trauma is sexual in origin. 

Billy's role in the film is to extend the directors 
sympathy to Lisa, He interrupts her when she's contem- 
plating taking her own life, he (unwittingly) helps her to 
drag the trunk containing Lomax’s corpse up into the 
attic; then, when he looks inside the trunk and sees 
Lomax's limbless corpse (a sight we don't share, 
dismemberment fans), he immediately asks Lisa who did 
it, displaying nalve trust in her innocence (or is it just an 
inability to believe that a sweet young girl could murder a 
big lummox like Lomax?) Bur whatever the rescue 
fantasy Billy has for Lisa, he's barking up the wrong tre 
He only narrowly (and again inadvertently) diverts Lisa's 
plan to murder him too; and at the climax, after Lisa has 
‘murdered Steele, he finds Stecle's ring in the suspiciously 
blood hued soup Lisa serves him. The ring is her 
reproach for Billy's complicity with Steele and Lomax. It 
would seem that forgiveness is not part of Lisa's 
character! 

Lisa's killing of Steele is compelling, but as a climax 
it's slightly undercooked. Lomax has already attempted 
rape, and died for it, so when Steele does the same it 
brings a feeling of depletion to the narrative. His decision 
to molest Lisa in front of her grandfather adds an extra 
frisson of sadism, but the duplication of a sexual attack, 
їп a film as economical and minimalist as this, is a slight 
mis-step. The molestation, however, is conveyed with a 
retur to the edgy, frantic editing of the opening hotel- 
room scenes, and there's no doubt that Lisa's axing of 
Steele is a welcome dramatic outcome: it's just that by 
having Lisa kill both Lomax and Steele for attempted 
rape, the film, which runs barely sixty-eight minutes 
‘stands on its own toes somewhat. If Steele had turned his 
sadistic (rather than sexual) impulses on the paralysed 
grandfather, it might have been preferable in dramatic 
terms. 

When Steele's ring tums up in the soup that Lisa 
serves to Billy, it changes the way we view Lisa. We've 
seen so little evidence of subterfuge in her that at first 
viewing I thought the twist was соту and senseless, a 
‘cheap jolt, When you consider, though, that Lisa must 
have placed the ring there deliberately, we must evaluate 
her anew as a judge of Bill's actions: not just а victim 
seeking to protect herself, and clearly not as disconnected 
from reality as we thought. If she's capable of passing 
judgement, her earlier actions take on a different hue. If 
Lisa can place the ring in the soup to remind Billy of his 
complicity, then perhaps feeding her grandfather raw cgus 
is not а sign of dissociation but a deliberate symbolic 
reproach. Then there's the soup itself: the climax is edited 
to imply that the bright red soup Lisa serves is mixed. 
with Steele's blood. 1 say "imply? because even at this 
late stage, Friedel declines to make things obvious. Billy 
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Teenager Sandra Morely (Leslie Rivers), daughter of a 
wealthy businessman, is abducted by kidnapper Eddie 
Matlock (lack Canon). Eddie makes a ransom demand to 
Sandra's father, then checks in at a rundown hotel with his 
terrified captive in tow. Room service arrives, but the two 
men at the door are toting guns, not towels. Sandra thinks 
she's being rescued by the cops, but instead the men beat up 
Eddie, tie Sandra to the bed and rape her, Eddie, who is 
horrified to see Sandra molested, escapes from his bonds 
and shoots the two men, taking his captive back on the road. 
While waiting for the money to be dropped at the appointed 
spot, Eddie keeps on the move, from a disused bam in a 
remote beauty spot to a beach and a succession of farms. AS 
hostage and kidnapper get acquainted, Sandra begins to find 
Eddie both funny and attractive. After an encounter with 
some hostile backwoods rednecks, the couple eventually 
pull in at a farmhouse and ask to stay the night. The old 
farmer who greets them agrees o their request, and over 
dinner reveals that he used to be the local sherif. Observing 
the tension between the visitors, and their beat-up 
appearance, the old man's suspicions are raised, but he's 
thrown off the scent when he sees evidence of the growing 
bond of intimacy that has developed between his two- 
guests. Next moming he flips and attacks them with a 
pitchfork; Eddie panics and shoots the old man, and Sandra 
runs away in horror. However, the two lovers eventually 
make up and decide to stay together, fleecing Sandra's 
father of the ransom and going on the run... 

Friedel's companion piece to his wonderful Axe takes us 
оп another engagingly downbeat joumey through a 
melancholic rural America. Best known today as Kidnapped 
Coed (the Harry Novak retitling under which it has been 
released on DVD), the storyline of what started out as The 


Kidnap Lover is built up from a slow accumulation of 
fragments, cameos of rural degeneration and small-town 
decay, and apparent narrative discards. While the tension is 
sometimes diluted by slow pacing, Kidnapped Coed is 
riveting in its photographic beauty and its depiction of two 
increasingly warm and sympathetic lead characters. It has 
the structural looseness of certain artier” directors, and 
although the storyline is thin, the approach to the telling is 
creative and highly distinctive. It's really a tragedy that 
Friedel was not showered with plaudits and offers of further 
directing gigs after this, as 1 would love to see what he 


would have done two or three years later. 

Actress Leslie Rivers is strikingly subtle and 
convincing as Sandra Morely, the victim who grows to love 
her kidnapper, while Jack Canon is again an actor with the 
potential for greatness, playing Eddie Mattock as а 
morally ambivalent character struggling against his finer 
feelings: a wannabe villain who's bitten off more than he 
сап chew. Their relationship is developed in a spare and. 
lunshowy way that never misses a beat thanks 10 the 
rapport between the actors, and to Friedel's gentle, consid- 
erate direction. Eddie is drawn with real delicacy: for 
instance, the first time we glimpse the character's vanity 
and insecurity is when he drives through a small town (Fort 
Mill, South Carolina, just a few miles over the border from 
Charlotte) and passes a young boy sat on the kerb who flips 
him the bird. "Lite bastard” Eddie mutters. We immedi- 
ately understand that his ego is so fragile, even a five-year 
‘old glimpsed on the roadside can get his goat. Canon. 
breathes real life into this role: when Eddie wakes up after 
a night asleep in the car, and yawns, you see him wince 
and cuss under his breath — the reflex yawn having hurt 
thanks to the kick in the face he received the day before, 
during the hotel room attack. This, in medium-to-long shot. 
is barely observed by the camera and so quietly added by 
the actor it's possible even Friedel was unaware he was 
planning it. Cinematographer Austin McKinney is on the 
bull too: a partially collapsed bam set in misty moming 
fields gives him another chance to show off his 
photographic skill, and Friedel the chance to set up some 
artful compositions, framing the landscape through broken 
wood and abandoned farm machinery 

‘You can imagine this movie played higher up the 
Hollywood scale: with a young Jack Nicholson as Eddie, 
and Sissy Spacek in the role of Sandra. You'd take the anti- 
authoritarian streak in Eddie and play it up to heroic 
heights, give Sandra's lack of concer for her family a 
sociological spin, and bingo: Five Easy Pieces meets 
Badlands. А director like Bob Rafelson might have milked 
the scenario for greater social comment, but Friedel's 
pacing his eye for composition, and the careful, 
emotionally honest performances make such parlour-game 
recasting redundant. Kidnapped Coed is great the way iti 
and there's enough here to suggest that Friedel could have 
scored a hit with the wider flm-going public if he'd been 
supported at the right point in his career. 

‘As you watch Kidnapped Coed, you fee doors open on 
all sides, permining a glimpse into other stories, other 
narrative directions, shown for a second then swiftly let 
behind. The first of these occurs when Eddie takes his 
captive to a rundown hotel for the night, only to stumble 
into а crime scene without realising it, Two hoods have 
‘murdered the maire d' (presumably just minutes before) — 
but weirdly, instead of taking off they hang around, 
assuming the role of hotel staff and checking the ‘couple’ 
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= We are given no more information about their criminal 
escapade; we don't know who they аге, or why they're 
og what they're doing. Their intrusion into the story of 
die and Sandra has an existential quality. They are 
spy there, and it's random bad luck that rings them all 
o contact (as much for the two hoods, who end up dead, 
= for poor Sandra, whom they rape). 
Loneliness, isolation, cries that go unheard, help that 
does come - these are the motifs of the film, explored 
ough sometimes wrenching, sometimes amusing 
nettes. Sandra tries to write a plea for help on а toilet 
кй, chucking it out the hotel window ten storeys up: but. 
wen it lands inthe gutter on the street below, two kids 
long and kick it, leaving just a trail of soggy paper 
а no-one is going to read, When Eddie shoots the rapist 
4 Sandra gets drenched in blood, her shriek echoes 
sound the backyard of the hotel tenement block, but the 
жу person we see is an old man sat impassively in a 
rocking chair, either too deaf or too senile to react. Later 
the quiet Scenes at the bam are interrupted by noises 
Edie thinks could be the police approaching. Instead its a 
ven of middle-aged women, birdwatchers, eyes glued to 
oculars which they point resolutely upwards at the 
treetops, oblivious to Sandra's plight 
ну seem perverse to praise an exploitation flick for 
leness, but it's as important to Friedel’s films as 
encberance was to David Dunston's / Drink Your Blood. 
) or sadism to Wes Craven's The Last House on the 
72). Panic not, horror fans, there's still rape, bullets 
and death by scythe to prevent the film. 
becoming too laid-back, but the gentleness is something that 
sds beyond Sandra and Eddie's characterisaions and 
the overall climate of the film. In а review in the 
gazine Shock Xpress in 1989, writer David Kerekes 
ascribed the film as “peaceful”, and although it's a very 
ve description, I think L know what he means. There's 
х of the rough handling that usually passes for narrative 
construction, no sense of the writer's ego yanking the 
s chain, leading us from set-up to conflict to 
lution. Actions are so embedded ín the environment that 
fen beguiled simply by where we are. More so here 
san in Але, Friedel' style tends away from the main thread 
ine story, relaxing to take in snapshots and vivid tableaux 
srl life, some of which have barely а tangential 
hip to the plot This digressve, non-linear approach 
three-dimensional life to the story, without insist 
shat the incidental details be sewn into а pattem pre- 
determined by the central relationship. The two leads are 
constantly being thrown off-course or thwarted by 
unexpected occurrences from the periphery. When Eddie's 
breaks down and he walks to а nearby farm to ask for. 
water, the almost psychopathic hostility oF the farmers is 
shocking: not so much for what they say as for the rude and 
гу way their stony-faced hatred cuts across the story 
The pacing grants this non sequitur equal prominence 
з other more directly motivated scenes, and yet Eddie 
has to retreat, without water or assistance, in a scene that 
oth humiliates and further humanises him, We are given no 
ation for the farmers” hostility — better still, we sense 
Eddie's arrival has occurred at some mysterious 
moment of crisis. He's an ace away from being shot for 
trespassing, and the fury that greets him suggests а whole. 
scbplot to which we're deliberately denied access, Canon 
plays the scene for awkward comedy, wringing maximum 
sconmfor from the clash between his flimsy hard-man 


rolina on My Mind 


ONCE YOU 
ENTER YOU MAY 
NEVER LEAVE! 


HOUSE OF 
-RROR 


persona and the mad-dog-on--frayed-leash fury of the old 
farmer. His actor's instinct to make the most of this scene 
gives Friedel's perverse narrative digression an emotional 
alibi. It all feels as if we're justa field away from the events 
of The Texas Chain Saw Massacre: in the bushes near the 
farm we see numerous clapped out cars, and in the 
driveway а filthy, battered old bus. What these derelict 
vehicles are doing there we never find out, but you feel the 
same ominous buzz that Hooper's film conjured so well 
Other incidental details accumulate, ав Friedel makes 
choices that foreground incident over structure. (Compare. 
his approach with Robert Endelson’s stripped-to-the-bone 
functionalism ín the excellent but diametrically opposed 
Fight for Your Life.) Perhaps the strangest and most opaque 
‘non sequitur in the film occurs when the fleeing couple, 


now aware of sach other's growing affections, ask for 
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shelter at another isolated farm, owned by a tacitum old 
тап and his silent daughter (shades of Axe). The farmer, a 
retired sheri who invites the fugitives to eat at his table bur 
suspects so behind the truth, 
confused by the fact that the victim has fallen for her captor. 
So far so suspenseful. Next morning, though, all hell breaks 
loose: the old man attacks the couple in a fury, chasing 
Eddie with a scythe, and raving like a man possessed. There 
is simply no explanation for his rage: we have to fill in 
imaginary brushstrokes ourselves. I's as if the world itself 
is tying to reject the Kidnap Lovers; everyone with whom 
they come into contact poses an unpredictable threat. The 
attack precipitates а reckless act of self-defence from Eddie, 
who shoots the old man, causing him to fall on his scythe. 
Despite the evident provocation, Sandra is horrified to sce 
Eddie kill and reverts to her spoilt rich-girl morality, 
running away into the open countryside, screaming. 
Eddie, himself appalled by the killing. runs 

after Sandra pleading for forgiveness 

‘One of the strangest, most oblique scenes in Friedel's 
work then occurs when Sandra, having run into the middle 
‘oF nowhere, spots а man walking along a mud path nearby: 
She goes to him for help but is greeted with an anguished 
response: "Im blind. lady, cant you see that? I'm blind! 
We are inthe middle of the countryside, with no buildings 
or signs of life around. The appearance of this sang 
helpless man adds an absurdist dimension to а film that has 
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already flirted with the arbitrary and random. He's like a 
character from Becket, limping by on his lonely tangent. 
This is truly a universe where nothing can be trusted, and 
help is never at hand! 

Where low-bud, 
writing or post production tampering often account for 


horror films are conc 


Ted, poor 


lapses of coherence, but when the lapses assume their own 
pattems we have to sit up and take notice. Accidents and 

commercial p 
from a different cloth to the st 


essures acknowledged, these movies ate cut 
forward likes of The 
Toolbox Murders or Dont Answer the Phone! If you insist 


оп a utilitarian approach to Friedel's work, you could, 1 
suppose, argue that lack of funds accounts for some of his 
idiosyncrasies. On the other hand, 1 would say that an 
artist's character is revealed by his choices under pressure; 
and Friedel's artistic choices are consistent enough to be 
considered the mark of a stylist. He himself says that he 
made Kidnapped Coed to soon after Axe: that he didn't 
have time to sit back and consider the mistakes he'd made in 
the first film and so made them again in the second. Perhaps 
over the years since he 


ade these movies, he has had too 
much time to rue the impulsive, intuitive choices that set his 
work aside from the commercial mainstream, Personally, 1 
feel that if Friedel had received sympathetic reviews and 
sompense from distribution, he 
‘on to essay the style of these two films into something even 
beer. From the vantage point of the 21st Century, they 
indeed feel slow in comparison to the norm for horror and 
exploitation, But there's more to life than speed: the 
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sympathy that Friedel extends to his characters, the loose, 
digressional narratives, and the focus on outsiders, be they 
criminals, the mentally ill or simply the lonely; as well as his 
beautiful and eerie portraits of rural Southem settings, all 
‘ensure that Frederick Friedel stands out from the crowd. 
Given the chance to make films for the drive-in circuit, he 
took the bare minimum of exploitation material and bought 
himself the license to direct unconventional movies that 
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ederick Fried 
ту favourite films in this book. Although their 
exploitations retitlings and lurid poster artwork sug 
the more brutal end of the horror spectrum, they have 
curious quality that beckons beyond the usual plot 
mechanics. Don't both films do indeed 
subject the audience to disturbing eruptions of violence: 
the horror hard-sell launched by distributor Harry Novak 
who picked up these two independent regional produc 
tions in 1977, tual content, I's just that 


s Axe and Kidnapped Coed ate two o 


js based on a 
hing el 
compassion for his characters, not a common attribute in 


there's some 
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the exploitation arena, and the unsettling quality of his 
work sprit 
and loneliness as from his visceral horror scenes. He was 


ies as much from his ability to evoke alienation 


ig man when he made these movies, and he basically 
bringing 
is surround) 


taught himself the job as he went alon 


spontaneity to his work, an openness 1o 


and circumstances, As well as being great exploitation 


films, Axe and Kidnapped Coed are lucid and evocative 
portraits of the places they were made, Because the stories 
are told so loosely, we have the chance to feel the 
surroundi way that would be 
ignored if the narrative were busier and more conven 
tional. Some might find the films undisciplined, and if 
ether with a 
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you're looking for stories that snap to 
satisfying "lick? at the end, you'll likely feel unrewarded. 
Likewise, there's not a trace of the corkscrew in Frie 
and vorti 
demarcate the story, his approach is to let things take forn 


plotting: instead of drawing clear lines sto 


according to impulse. With the exception of the characters 
his leading man in both films 

rd Coed 
(both of whom give detailed and credible performances) 


played by Jack Canon 


and Leslie Rivers, the female lead in Kidnap 


һе favours enigma over psychology, and declines to 
divulge background information about the characters. The 
supporting cast are encountered ike stra 
motivations are largely opaque. Friedel's training as a 
photographer may have informed this preference for 
acters appear in the frame with only 
their carefully chosen faces to 
background. But more of this later. 
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Fre 
1948, and raised in Malver 
Island. His father was a prodigy who skipped five grades 
in school and graduated in Law before he was twenty one. 
Friedel Smr/'s cousin was also a prodigy, a doctor by the 
same age, and this high-flying family background was to 
prove both а spur to action and a burden of guilt for 
Friedel Jr. His mother provided the artistic side of the 
family equation: she was a professional dancer who 


etick Friedel was Бот in Brooklyn, New York in 
e, a small town on Long 


headlined on Broadway when she was just fifteen 
amily prodigy, “Walter Winchell, one of the most 
famous newspaper columnists, wrote that she was the most 
beautiful woman on Broadway,” Friedel recalls. "She. 
looked а bit like Vivien Leigh, Errol Flynn asked her ou, 


another 
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but she was so young she was being ehaperoned by my 
very religious grandmother to and from the theatre She 
was asked to come to Hollywood for a screen test but she 
decided to marry my father instead." Friedel sees his 
‘mother's joumey, from promising ingénue to wife of a 
successful lawyer, as a formative influence on his own 
ambitions: “Jung said that nothing affects a child more 
‘than the unlived dreams of their parents, and I'm sure my 
Jove of movies and my burning desire to make them came 
from her thwarted dreams. She was a tremendous 
combination of beauty and an incredible sense of humour. 
{believe had she pursued it she might have been another 
Carole Lombard or Lucille Вай.” 

With a host of early achievers in the family, it's no 
wonder that the cinema's foremost prodigy, Orson Wells, 
should have provided the inspiration for Friedel’ film 
career: "My first memory of the cinema may have been. 
seeing Citizen Kane on TV as а itle child. My parents also 
‘took me to Radio City Music Hall in Manhattan for my 
birthdays to see movies like The Ten Commandments, The 
Spirit of St. Louis and The Greatest Show on Earth. The 
line of dancers, performed a 
show before the movies came on. 1 also remember 
iking me to see Psycho and An Affair 10 Remember, 
"movie theatre in Malverne and my 
le boy to see Brigitte Bardot in And 


We had a for 
mother took me as 
God Created Woman. To this day 1 adore Brigitte Bardot. 


You never forget your 
three years old! 1 have the 
hanging on my wall." 
In the early sixties Friede’s father moved the family to 
Florida, having bought a motel and hotel on Miami Beach. 
aer attending high school in Miami, Friedel = who at the 
ime harboured fantasies of becoming a professional golfer 
enrolled at The University of Florida, which had one of 
the country's best golf teams. However, he soon realised he 
was outelassed in the golfing arena and, thank goodness, 
looked for another outlet for his energies 
The University had no real film course but it did have 
эл excellent photography department. Friedel was instantly 
drawn to movie-making: "In the one course available I did 
a short Imm film starring my journalism teacher, Dwight 
Godwin, and another student dressed up as а clown, 
Dwight is standing on а hillside, long grey hair, distin- 
guished looking, with the clown sitting to his left. Two. 
solitary figures in the landscape, against a grey sky. 
Between them, suspended from a long rope, dangles a 
knife. (1 hadn't even thought about this for years, but, alas, 
slowly coming back... The film opens in black with a 
cue card (influenced by my philosophy/theatre studies, no 
doubt) that reads: И has ееп over a hundred years since 
х bowed out and left man in center stage. 1 do hope the 
salience is kind. (Me, pretentious? Nah...) Anyhow Dwight 
begins to insult the little clown with a series of scathing 
remarks, like calling him a syphilitic tumour on the 
backside of an ape, until the clown rises and takes the knife 
and stabs Dwight repeatedly in the back with all the 
Attendant agony and screams, It was pretty effective, if a bit 
depressing. Upon reflection 1 realise 1 was unconsciou 
dramatising, rather nakedly, my own relationship with my 
father, who could be verbally caustic and leave one feeling 
ike a clown. I remember screening it later at MIT in cass, 
and one of the students from Harvard came up to me and. 
said he felt sorry for me. 1 didn't understand what he meant 
xil now. 1 must have been pretty unhappy." 


love, especially when you're 
iun French poster of Le mépris 


Carolina on My Mind 


Friedel showed the film to John Terry, a professor at 
the Massachusetts Institute of Technology (MIT), who 
‘offered to let him study there for a year. I thought it would 
be a good way to get my hands on а camera and some 
film." Friedel says, “зо 1 took him up on it, even though 
MIT really specialized in documentaries. They had Ricky 
Leacock there of Leacock-Penncbaker fame? and another 
professor who wrote one of the textbook bibles of the day 

1 remember asking him a dumb question like, "Which is 
better, a tracking shot or zoom?" and he replied, ‘What's 
better, a kick in the arm or a kick in the leg?" Ah, once 
again that familiar clown-like feeling. 

Опсе installed at MIT, Friedel began work on an 
ambitious short film, using Walden Pond (the famous 
beauty spot near Concord Massachusetts immortalized by 
the American essayist Henry David Thoreau) as а location 
As Friedel recalls “I believe one of the key images dealt 
with actors emerging from the water in the foggy mist- 
filled dawn, their bodies whited from the waist up. believe 
the lead was a Thoreau-lke figure walking with a canc in 
silhouette against numerous sunrises/sunscts. And somehow 
it ended up with a man (my roommate David) reaching into 
the water and pulling out a mirror image of himself. All 
very symbolic in a very un-thought-out way. Anyway. 
armed with this dazzling concept 1 interviewed actors at 
Boston University’s famous drama department. I even went 
to Emerson, another big theatre school in Boston, to look 
Tor actors. What chutzpah! I'm sure on some level | must 
have been trying to meet girls (1 was pretty shy), So the 
moment arrives, it's winter and cold as hell, and my dutiful 
actors shed some of their clothes and don white makeup 
and wade into the classic American landmark, Walden 
Pond. We start filming and police cars come sereaming 
and “Frederick Von Stroheim” yells out, "Keep filming till 
they arrest us!" It all seemed so very important back then — 
1 wish I could figure out what it all meant. A few years later 
‘when I was in New York casting Kidnapped Coed, an actor 
included а note with his 8 x10, saying, "Does this sound. 
familiar? Is six am. and I'm half-naked standing in 
"Walden Pond, and the police pull up. 
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After abandoning a further short film ("Christ walking on 
water only to divide his own image with a buzz saw... а 
very modem carpenter"), Friedel left college: “The first 
thing I did when 1 left was to play Macduff in a 
production of Macbeth: the second was to make Axe.” he 
laughs. Things didn't move quite that swiftly, but Friedel, 
ıa young man in his early twenties, was certainly not 
wasting any time. "I moved to Los Angeles right after 
getting out of college,” he recalls. "At the time my heroes 
were Woody Allen and Orson Welles, I was alw 
inspired by the fact that Orson Welles had made Citizen 
Kane at twenty five. Not drawing any parallels between 
his unique genius and my abilities, but 1 was determined 
to make my first feature by that age. And the clock was 
ticking. 1 wrote а screwball comic western (before Blazing 
Saddles came out) that had the distinction of making, 
Walter Shenson, the producer of the early Beatles 

comedies, сай me and tell me he laughed so hard he fell 
off the toilet, (Apparently that's where he did his 

reading... The script was outrageously funny but very raw 
and hardly a movie. It did convince my girlfriend Judy 1 
had talent, and when 1 told her | was going to New York to 
see if 1 could raise money from my relatives to do a low- 
budget feature, she arranged for me to meet her. 
businessman father from Georgia, who would be in New 
York at that time, I remember taking my last few dollars 
and travelling to New York, with the mindset that 1 would 
either get a movie made or die trying". Really, very much 
that sort of fatlistic/romamtic mission. 1 went to a number 
of my rich relatives to find investors. One gave me a five- 
dollar cab fare to get me home. The other said if came 
‘up with other investors, he would invest $2,500. That's 
when I met Irvin Friedlander, Judy's father, in a hotel in 
Manhattan. We hit it off immediately, and he said if 1 met 
him in Columbus, Georgia, in а couple of days when he 
went hack, he'd see if his friends were interested. | was 
‘out of money, so Т went to a company that needs drivers to 
drive people's eas to other cities, | got а car and drove 
twenty four hours straight to Georgia and was waiting on 
Irwin's doorstep when he got home. Irwin owned a chain 
of clothing stores so he gave me some new clothes and got. 
a group of his friends together (he became the executive 
producer) and that's how I raised the $25,000 to make the 
movie. He was a real angel who became like a second 
father to me: 

Friedel originally intended to shoot his feature debut 
in Atlanta, but changed the location to Charlotte in North 
Carolina on the suggestion of Edward Montoro, a film 
distributor with whose company, Film Ventures 
Intemational, Irvin Friedlander had investments. 
Charlotte, а thriving business centre built on the first 
verified gold mines to have been discovered in the USA, 
was already the home base for several low-budget produc- 
tions in the early seventies: down the road was the small 
town of Shelby, where actoriproduceridirector Earl 
Owensby built his own studio facility. Montoro suggested 
that Friedel and Friedlander should approach North 
Carolina producer/director Pat Paterson, "Ed told us they 
‘were making low-budget movies in Charlotte, NC and 
gave me Pat's number.” says Friedel. “Pat was a very 
interesting fellow, He was an ex-magician (his wife Nita 
was part of his magic act) who made low-budget horror 


movies. He had а giant warehouse in the middle of a field 
that he called Empire Studios because in his words, he 
was "building an empire." It was a tribute to my naiveté 
that 1 didn’t smile at this remark. He was short, slightly 
built and a bit odd looking, but he said he knew how to 
make movies on a budget and 1 knew nothing, so 1 hired 
him to help me produce. He spoke with a Souther accent 
amd had an imperious authoritative tone that convinced. 
you he knew what he was doing." Friedel pauses: ^ 
when I saw a few minutes of his movie The Body Shop 
{aka Doctor Gore], 1 was so shocked by its amateurishness 
that 1 made an immediate decision never to listen to any 
possible “creative suggestions” he might ever have! 1 knew 
im that area, even though | had never done a movie, | 
would have to be on my own. I believe that resolve fi 
my decision to frame every shot myself and have total 
control of the film, for fear of being negatively 
influenced.” 

As anyone who has sat through Doctor Gore will 
agree, aesthetic judgement was indeed the least of 
Patterson's assets, but Friedel is quick to stress that he 
appreciated his support, and liked the man himself: “One 
time when we were in Empire Studios he screamed and 
showed me his bleeding finger. It turned out to be some 
sort of magic trick. Ironically a lite time later he did slice 
his finger and was bleeding badly and 1 thought it was 
another trick! He went to a doctor and used self-hypnosis 
to avoid anaesthesia for the stitching. He claimed he could 
hypnotize anyone, including himself 1 found out later 
from Jack Canon that Pat was actually suffering with the 
first stages of cancer during the filming of Axe. He would 
sometimes lie down to rest, but he never let on that he was 
ill. He died not very long after that. I felt terrible when 1 
found out. 1 had decided that I'd learned enough to 
produce the second movie without him. And 1 know he 
жаз hurt by that. I remember him saying that Axe was the 
first real script he had ever had, and he kept saying 1 was a 
real pro, even though it was my first movie. Had I known 
how sick he was | would have used him for the second 
movie. He came to a screening of it and complimented me 
‘om it, saying he was proud of how much I had leamed. He 
was a very sweet man.” 

Friedel's make-up artist on both films was Worth 
Keeter, who went on to work fist as a low-budget directo 
‘on movies for the Earl Owensby studio, such as Wolfman 
and Rottweiler, and then as a director on the hugely 
popular Mighty Morphin’ Power Rangers TV series. "Pat 
introduced me to Worth, who made a valuable contributi 
to both films,” says Friedel. "He was still їп high school 
but he definitely had a way with blood!" Keeter was a 
native of the area and he knew the various movers and 
shakers in the local film scene. t was a far ery from the 
Los Angeles industry, as Keeter explains: "The early 
North Carolina film business had no reason to exist other 
than а bunch of us wanted to make movies. Most of us 
had no formal training, so we made it up as we went 
along. One producer, Henry Smith, had lost an апт and 
leg to a lightning strike while working for a power 
company, He used his financial settlement to become a 
film producer and was involved in an early drive-in hit. 
Preacherman [Albert T. Viola, 971]. Pat Patterson was а 
сату and a magician. Earl Owensby was a tool salesman. 
Prior to the home-grown film industry there were mainly 
three reasons to shoot in North Carolina. There was the 
fabulous Biltmore Estate in Asheville, where Peter 


lied 


ing There was shot, and the Charlotte Motor 
dway. Other tha 

sous in Robert Mitehum's Thunder Road. The home- 
lms and the commercials industry trained 


that, there were the mountains made 


nicians, which later became a major draw for those 
g films at a lower cost. The North Carolina Film 
ssion was originally an under-funded offshoot of 
ism office. In my opinion, it rode in on the 
s of Earl Owensby and lo 
With а budget drawn up, and technical suppor from 
ааст in the wings, Friedel was at action stations, his 


ovie-making dream now within his grasp. He had 


the script for ve whilst raising the money, 


є quickly and bearing in mind a few words of 

rom the King of the Indies, Roger Corman: 

said you could make Doctor Zhivago for 

but it wouldn't be Doctor Zhivago, The trick was 
ow-buidget movie that was really conceived as 


‘budget movie. Ergo, а house in the country, few 
acters, few locations, ec. And since this was a drive 
movie there had to be horror, suspense, and people 
id things to other people 
ош, this pragmatic template was to lead to 
drive-in movies of the 


х moodiest, most haunti 


Honing the Axe 


s a sophisticated and unique cinematic 

| A hallucinatory film, inducing a claustro- 

mobic. intense feeling of being trapped with the 
seers.” - Bill Landis, Sleazold Express (bool) 


oder its original title Lisa, Lisa — was shot in a 
хапа days, in the middle of February 
Мека 
but underused cameraman who, for his sins, had 
ack Hill on three Boris Karloff vehicles made at 
er: Isle of the Snake 
The Sinister Invasion and House of Evil As luck. 
ave it, McKinney had just finished working on а 
clote-based film, Hot Summer in Barefoot County 
directed by Will Zens," and he remained in the 
ng enough to shoot both of Fricdel's films: 
was recommended to me by Pat Patterson,” says 
He was our big gun at $100 a day, and we'd refer 
our “Hollywood DP 
stimacy to our teeny-weeny production in the sticks. 1 
lieve he was responsible for a lot of the look of 
His lighting gave the film a style that made it 
& a lot better than its budget. He claims that I'm 
sponsible for giving him interesting things to shoot. But 
nk I knew enough to visualize the lighting that 
e would end up with. It seems I'm always giving Austin 
credit and he's always handing it right back to me!” 
in mind Corman's dictum, Friedel had scouted 
ingle strong location that could act as the focus of 


inematographer was Aust 


куа 


rama, As it turned out, two were needed to make the 
screen composite: one providing the exterior and 
sacther the interior. “I went around and found that 
old house and paid the people twenty five 

he recalls. 
stiful Gothic residence in Charlotte. That the two fit 
s one place is part of the charm and magic of 
king." 


to use it; The interior was actually a 
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With McKinney's йип 
framing of a shot, honed during 


skills and Friedel's eye forthe 
his days as a still photog 
raphe. Axe took shape with more style than one might 
‘expect for a low-budget horror fick. Notwithstanding the 
tiny budget, Friedel drew his imaginative palette fom the 
‘Visually 1 was in the thrall of Citizen Kane,” Friedel 
says, “So any time 1 could use low angles, deep focus, mood 
three 
hoods coming out of he elevator. 1 loved tracking shots, but 
had no tracks, so 1 stuck Austin ín a grocery сап and 
someone pushed him down the hall. We had so itle money 


lighting, I was eager to do so, The first shot was 


and equipment. Austin joked that 1 was trying to kill him 


with ай the low angles etc, but later said that my demanding 
this caused him to show just how good he really was. He 
never got asked to try for much on his other films. 

Опе of Friedel's personal judgements was to limit the 
graphic depiction of gore and mutilation, Whilst the film 
has its share of horrific moments, the emphasis is on mood 
T ‘Visually I agreed with Hitchcock, that 
playing horror off-camera was more disturbing because the 

also 
thought that it was а little cheap to be too graphic, and it 
he admits. 


and suggestiveness, 


audience fills in their own "worst nightmare 
just wasn't m T'm not а fan of horror movies 
and didn't go to them or study them, And that probably 
failings of the movie, On the other hand it 
brought an un-horror-like sensibility to the material. But 1 
was a fan of the movie Repulsion by Polanski, and have 
always felt great sympathy for the mentally ill 
Working without scrutiny or prior training, Friedel was 
ki 
shooting a feature. It's this combination of naiveté, ambition 
and creativity that accounts for the personal feel of his 
work. "The first day of shooting was the first time I was 
ever on a movie set,” he laughs. "Even the grips had more 
Му best friend was а teaching assistant 
for the critic Manny Farber, so 1 asked him to make a few 


a crash course in filmmaking whilst 


experience th 


suggestions, Bu it was pretty much pure instinct, and not 
much thought 1 Jet it fly" Working with trained actors was 
also new to Friedel (his college films were cast from the 
iculty) but he soon rose to the challen 
thing 1 could count on was that 1 could tell when someone 


"1 felt the one 


was being phoney or unreal. 1 had been а still photographer 
50 I was aware of what faces can communicate, so it 

bes 
the demands of such a short shooting schedule, 1 felt if they 
were just acceptable, i.e. didn't stink, we would be okay. 


me a balancing act between those two instincts. Given 
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"The script called for a young woman to play 
withdrawn, emotionally disturbed Lisa. Enter Leslie Lee, 
who gives an unsettling performance. "Leslie had done a 
little modelling. She was the daughter of the State Senator 
from North Carolina and was actually quite down to earth 
despite her privileged upbringing. The key in casting is 
finding people that have those qualities the characters 


have, without them having to act. Leslie had a certain 
quiet angst in her at that time that 1 felt would be 
believable as Lisa, Since Leslie was not very comfortable. 
with dialogue I kept hers to a minimum and let her face do 
her communicating." 

Acting alongside Leslie as her mute, paralysed 
grandfather was Douglas Powers: "Douglas had so much 
humanity." says Friedel, "he was a child psychiatrist iı 
real life. And those luminous eyes — 1 felt his face 
convey the horror he would have to witness 

The third key role brought Friedel into contact with an 
actor whose screen presence would it both af his 
Carolina-shot films. Hitchcock had Cary Grant, Scorsese 
had Robert De Niro, Orson Welles had, well, Orson. 
Welles, Frederick Friedel, with one 
the other on his minuscule budget, knew that he needed а 
compelling male lead to play the criminal gang leader 
Steele. An open casting was called in Charlotte, and 
Friedel waited to see who would tum up, knowing he 
might well have to take whoever walked through the door. 

є was smiling. Jack Canon became 
Friede’s leading man in Axe and Kidnapped Coed. A 
talented actor adept at playing seedy but compelling 
characters with a sardonic edge, he was a godsend to both 
productions. “Jack was a director in dinner theatre in 
Charlotte at the time, So it was great luck to be able to 
find him, because 1 only cast locally. 1 felt he had real 
charisma and talent ~ sort of our low-budget Bogey’. Jack 
was so good that it was really just a matter of putting the 
camera in the right position to capture him, I believe he 
had previous film and television experience hut 1 can't be 
sure. I remember him once saying, after 1 complimented 
his performance as special, that he was merely dipping 
into his old bag of tricks. He may have said that partly to 
underline my own inexperience, 1 do remember him almost. 
grudgingly saying that while he could direct me under the 
table in theatre — in other words he knew a ton more than 


id 


© on the greats and 


Fortunately, 


те ~ I certainly seemed to know more about directi 


movies, It was sort of a backhanded compliment, but such 
was my admiration for him | gladly took it anyway!" 

Of the other 
Green really looked like the character 1 wanted and that 
was more important than any ups and downs in his 
delivery 1 don't remember much about him, 1 was lucky 
he came to the auditions too because he was quite а fit for. 
the role. I remember not being that happy with him when 
he was delivering lines, but he embodied so much of 
Lomax by just walking into the room (or by being dragged 
down the hall...) that he was very effective. The one 
performance that really crossed the line in my view and is 
glaringly unreal is Aubrey (Frank Jones) when he is in the 
hotel before he's killed. But that was one of the first 
scenes we shot, and I totally missed it, 1 believe the 


leading cast-members, Friedel says: “Ray 


director who said there are no bad actors, just bad 
directors, so the buck stops here on that one. If 1 had 
caught it, I could have given him better direction. 
Rounding out the cast was Friedel himself as Billy the 
younger member gang. On the subject of his 


Friedel says: “I wasn't in too much of the film 
ind being an actor as well as di 

difficult, Given the ‘range’ of my performance you can 
why! always harboured the belief — based on what, I'm 
not sure, probably ignorance — that acting was easy. As 

you can tell by the way 1 shot myself — straight down on 
my head so t resembled a "bush man" | gave a lot less 
thought to presenting myself than 1 
actors. In my recent movie, My Next Funeral, L was in 
every scene, so it was a bit more challenging. 

"The last scene to be shot was the one in which Steele 
and his gang hold up a convenience моге and terrorize its 
lone female assistant, played by Carol Miller, “That 
sequence is very hard to watch now,” shudders Friedel. “1 
chose Carol because of her innate shyness and dignity, not 

у prurient value, As such you are seeing a real 
person's feelings and essence being violated and so it is 
very painful to watch, much more so than if the person is 
more an exhibitionist. Her suffering moved me to tears 
then, and it does now, because it was real. With any 
experience 1 would not have chosen a person for whom 


50 1 didn't 


we to the other 


doing the role would cause so much pain. She was so shy 
wwe had to clear the set. 1 used Carol as one of the 
birdwatchers in Kidnapped Coed because of what 1 put her 
through on Axe. It was а role better suited to her 
temperament.” 

For Friedel, the shoot was a genuine seatof-the-pants 
experience, requiring much improvisation. "We would all 

о to the location and 1 would sort of make it up on the. 
spot,” he says. “I'm embarrassed to admit that, | remember. 
being so tired and feeling that | almost didn't have a 
minute to get there early and plan. On the last night, when 
we shot the convenience store mayhem, E remember 
getting there а half hour early and siting down with a pad 
and paper and actually planning out the shots and shooting 
sequence, That was the only time I did, It went so 
smoothly that | made a mental note to do that in the future 
Since this was my first movie and I didn't know how to 
make one and | had never seen one made, 1 didn't know 
people planned their shots until 1 tried it. Talk about the 
innocence of youth!” 

One of Axe's curious distinguishing features is is lack 
of back-story. Just how did Lisa and her disabled 
grandfather come to be living together? Where are Lisa's 
parents? The simplicity and the pared down dialogue lend 
the film a suitably isolated ambience but we're left with 
many unanswered questions at the end. Asked whether the 
actors did any theorizing about the history of their 
characters, Friedel says: “I don’t know. Actually 1 didn't 
even know that was part of the actor's or writer's process 
atthe time, such was my inexperience, 1 made the 
grandfather paralyzed simply to increase the jeopardy Lisa 
would be in and to have her character be someone who is 
both caring and trapped (and hopefully sympathetic) at the 

‘Another feature of the movie is its extremely short 
running time; it clocks in at a lean sixty eight minutes. 
Friedel explains how this came about: “I have never made 
а movie that was the proper running time. There is а 

page of script to one minute of running time. 
Tt has never worked out that way for me. My last movi 

My Next Funeral had a ninety-three-page script and ended 
up seventy seven 
shortish to be 


мез. believe Axe's script was 


n with, Those protracted opening and 


closing credits to lengthen it are embarrassing to me nov 


Nightmare USA 


lLconceived attempt to add sereen time by essentially 
Sorin the audience to death. My solution to short running. 
¢ has been, instead of writing longer scripts, to 


хороші the problem by playing scenes longer than they 


Ла be. In other words playing scenes interminably to 
ime and thereby slowing the whole movie down. 

clever, huh? It's sort of like the man who took 

ger strides to save his ten-dollar shoes and ripped his 


r pants. In Lisa we used almost everything we 
We had to. did cut out about five minutes of Lisa 
s care of her grandfather — washing, shaving, ete. 
cause it was just excruciatingly slow. 1 actually snipped 
o the final print with scissors when 1 came to my 


The final shooting ratio was 1.8 to I, Probably 
rd of! We ended up using outtakes, bits of film 
gt after the slates, the same shots over, 1 didn't know 


меду 
nd lasted until the summer of 74. Friedel feels that 
«d in the editing: “I don't think 
as really carefully thought out or planned ош. I did 
dc that there would be some innate suspense built in by 
in motion the collision of sadistic, capriciously 

snt thugs and ап emotionally ша 

apacity to kill. 1 
= my living room in Ch 


s-production began immediately after thee 


‘of the film emen 


lanced farm girl with 


ated cutting the film on a Moviola 
lotte. 1 remember cutting the 
є scene in the hotel room first. 1 kept cutting it shorter 
vier because the more familiar I became with it, the 
ng it became. Until 1 screened it for someone and 
t by so fast they asked, "What was that?” It was then | 
I was so close to the material that needed. 
pinion to keep me from going off the deep end. 
=n someone recommended Avrum Fine, an editor 


Atlanta, Georgia, So moved to Atlanta for 


couple of 

le we finished the editing. We flew to 

eland to get the music and sound mixed in а couple of 

ys. 1 had an answer print made by Movielab in New 
and ten more prints struck. 


Axe are coloured by 


events in his personal life at the time, “I fell in love with 
calle shortly after 1 cast her. Apparently she had fallen 
«d would hang around me patiently until 1 woke up. 
realised we were in love, I remember the terrible 
comfort of having to watch the two rape scenes with her 
= the target. I's one thing writing them, but quite апо 
ring the woman you love play them. (I certainly didn't 
affection for Ray Green as Lomax.) We went 
‘r husband 
and she eventually went back to him. Our 


sher for a while. She was separated from 


aning was very amiable and sweet. So in addition to the 


surities of directing my first movie there were the 


securities of young love. I think the movie sort of 

owed me with the "cool young director aura, Worth 
ser once said he felt like Elvis when he stared 

ting. Well | probably felt like a very, very minor rock 


sx But before the editing finally took off with Avrum about casting him as Billy for a while. His mother was a 
cemember feeling pretty hopeless, like it wasn't going to famous American painter named Mary Todd Shaw. And 
at ай, And 1 had fantasies of just going off John was a sweet, shy brown haired version. Both were 


someplace to lead a "quiet anonymous life ed musicians. They were like 


"nce Avrum Fine became involved in the editing ind creative soul mates. George was also а 


process, however, Friedels spirits lifted, even more so on the movie. We went to a studio in 


єп the marvellous, eerie score by George Newman Charleston, South Carolina and did the music in one all 


Shaw and John Willhelm was added. Says Friedel: night session. Very spontaneous, watch the movie and let 
ge was а blue eyed angel with long blonde hair- it fly. They also helped with the sound effects. 1 think we 
k a Southern, more innocent Roger Daltrey. I thought did the sound of the axe ‘reconfiguring’ Lomax by hitting 


1 on My Mind 2 


the seszy-sindng 


Nicnapped Coed улеп retting Fels 


7 Kdrapped Coed, ging he 
Lco тра rough her rire 


wad as a bunch ol olê 


ıa London broil with a spoon and snapping а piece of 
celery immediately afterward!" 

Friedel’s relief that his first feature film had been 
completed was matched by his enthusiasm for the results. 
“When Axe was completed 1 was happy with it. 1 felt it was 
as good as I could have done under the circumstances. And 
1 sort of got swept up in everybody s positive reaction to it 
What I wasn't prepared for was how hors 
stomach 


ing and 


ining some people found it The dichotomy 
between the exciting and playful experience of using "red" 
in these scenes (food colour and com syrup... and how 
truly horrifying it becomes to an audience when music 
effects, and editing are added, is truly head-spimi 
iLof-colleze fun and games 
bothered some people, my highbrow friends and relatives 
included. Some of them asked me how I could make suc 
horrifying movie, and do such terrible things to these 
people? Didn't they know it was just а movie? They 
believed it was evidence of something dark lurking be 
the surface! The Los Ang 


sles Times reviewed it 
the L.A. Times reviewing а $25,000 movie! = and attacked 
me for doing terrible things to an underage girl (Leslie was 
twenty-two...) Had I been less mortified I could have taken. 
that review and parlayed it into a three-picture horror deal 


but 1 really didn't want to do horror movies. I was already 
working on an adaptation of Lady Chatterley’ Lover! 1 
only screened Lisa once myself, t Movielab in New York. 
watching for colour correction with the executive for 
Movielab, and а college friend — they said they were 
impressed. The "premiere" was in a drive-in, in Charlotte, 
North Carolina! There we all were, sitting in the front seats 
‘of our respective cars, listening to our opus on the tinny 
lile sound boxes hanging inside our windows. When it 
was over we got out and went to the concession stand in 
back to sce what reaction people had to the movie, loki 
for any excuse to "exult over our triumph”. Actually 1 think 
1 was too nervous to exul." 


The positive reaction to the movie gave Friedel th 
confidence to гой the dice again: "People kept sayin, 
t it was the best thing to come ош of this are 


another so 

we'd have two “successful” movies out there. 1 had read 

that the best time to 

your first is about to come out, before you know whether 

it's а hit or not. So when the first screening went well, 1 

called Friedy (as my partner Irwin was known) and in m; 
nt somehow convinced him that having two. 


Successful movies was better than one. In other words 
let's just keep cranking them out, 1 was so enthralled with 
the experience of making them 1 couldn't bear the thought 
of stopping. This decision in а sense took my eye off the 


business end of selling axe, which came back to haunt us, 
and wasn’t fully di 
first one could teach: so the second movie suffered fi 
the same storytelling problems as the first 


ting the filmmaking lessons the 


Kidnapped Coed 


It was around this time that Friedel met another of the 
local players: studio boss, actor, director and one-man 
exploitation industry Earl Owensby. “I only met Earl at a 
screening of his movie Challenge (1974), Friedel recalls: 
ly introduced. Worth 
Keeler said he asked me what T thought of it afterward 


"I'm not sure I even was fom 


and I said 1 thought the Pantera was the best thing in it, | 
don't remember saying that, but the arrogance it conveys 
has a familiar ring to it. 1 probably was jealous about all 
the money he could spend on his movies. I think 
Challenge cost $250,000, ten times what I had for Axe. 1 
Jt Earl was using his money to make himself a 


guess | 
movie star, something that would never have happened 
апу other way. | never saw any of his other movies or the 
s that Worth made for him. 

With Axe playing at the local drive-ins, work quickly 
began on the second of Friedel's North Carolina films. 
Known to British pre-cen video collectors as Date with a 
Kidnapper and to drive-in audiences in America as 
Kidnapped Coed (under which title it has surfaced on. 
DVD), it started life as a rough outline called Night of 


Mourning and eventually made its screen debut as The 
all he titles that have been 
hung оп my movies by distributors in hopes of enticin 


Kidnap Lover. “Ws odd seein 


audience," Friedel says. "My first movie 1 called Lisa 
Lisa, using the title to cue the protagonist in a rather. 
innocent way in order to set up the irony of her turning 
into The Terminator. Calling it Ave (which distributor. 
Harry Novak did in a second) was а way of announc 


the impendi 
to the film, which I felt totally undercut the element of 
surprise and irony.” It was also Novak's decision to retitle 
The Kidnap Lover as the far more salacious Kidnapped 
Coed (no doubt trading on contemporary headlines about 
the so-called ‘Coed Killer" Edmund Kemper, whose brutal 
serial murders terrorized the Santa Cruz area of California 
why they cal 


). Friedel shrugs: "I guess that's 


them "exploitation movies"? 
[Buoyed by the experience of working with Jack 
п în the central 
role of the kidnapper who falls in love with his captive. “I 
в good, then a lot of him 
was great. 1 Knew he was a terrific actor who could be 


Canon on Axe, Friedel cast the actor a 


figured ifa little bit of Jack 


menacing. touching, funny, intelligent, and so simply 


Nightmare USA 


wrote а movie around him that would enable him to be all 
at. 1 thought his scene with Leslie in the kitchen was 


ing in the first movie and 1 wanted more of 
1 was very much under the spell of Bernardo. 
Bertolucci's work at the time, especially Last Tango in 
so 1 sort of made Jack my version of Marlon 
Brando and wrote lots of scenes with him mining his past; 
know, ‘Last Tango in Charlote".." Referring to the 
ie plotting of Kidnapped Coed, Friedel wryly 
1 Tango was an unfortunate model to choose 


эл action movie, but such was its spell over me that 1 
was blithely undeterred. 1 never studied the "appropriate 
movies! 1 was happy that Jack was able to get some work 

т his participation in my films, but I always felt with 
lent and charisma he should have received more 


Also back on board was cinematographer Austin 


Kinney, “I figured with Jack in front of he camera and 
in behind it, I'd be in good shape,” says Friedel. “I 
that Austin would bring a beautiful look to the 
With Canon as one of only two central 
aracters, and a minimal supporting cast, Friedel was 
sg to keep the budget right down: 
sting my weakness for beautiful images, 


But 1 was 


all over the North and South 
ina countryside, even hundreds of miles to the beach 
ne scene, A less sensible low-budget idea never. 
мей! | don't know how I budgeted it because the 
ing schedule was three times longer than Axe 


one or twenty three days instead of ci 
Anyway, | came up with a budget of $49,000: that 
have included getting an answer print from the lab." 
it started in the autumn of 1974, with а loose, 
finished script, lacking in structure but hig 
blique incident, Friedel would endow the finished film 
а unique episodic dreaminess, although h 
flying blind in terms of narrative style, "I actually 
dt know what a story arc or a third act was, back 


hon 


admits he 


arolina on My Mind. 


then,” he laughs. “A lot of the choices of who and what 
the leads met up with came out of simple ideas. 

‘Wouldn't it be funny if this tough-as-nails character ran 
into some bird watchers? Or an old man who simply spits 


people that would by their nature neutralise his 
his ice-cold persona so 
he became more human and Sandra would have someone 
to fall in love with. Jack, in addition to playing hard- 
пай, could be so funny. That's why 1 let that scene with 
the old farmer play on and on. 1 just loved Jack when he 
mugged for the camera. The farmer with the shotgun 
never was really going to shoot him, just scare him off. I 
him in these ridiculous situations and just 
turning him loose: not the best strategy for making а tense 
kidnapping movie, but analysing and thinking things. 
through was not something 1 indulged in much at that 
time. In fact, even though the scene is ostensibly about 


first violent impulses, thwartin 


loved punti 


Jack getting water for an overheated car, 1 never really 
cared about that, and at a screening for distributors, one. 
of them, Steve Kaplan, yelled out to me when the scene. 
was over and we see Jack drive to the next farmhouse, 
Hey, where did he get the water? I was pretty 
embarrassed! With Leslie 1 just thought, wouldn't it be 
interesting if the one time she decided to run away and. 
get help the person she ran to turned out to be blind?" He 
pauses, and then with characteristic self-deprecation adds, 
Pretty deep thinking, huh?” 

Certain scenes, such as the one where ће flee 
lovers meet a crazy old farmer and his catatonic daughter, 
scem to hough Friedel 
stresses it's unintentional: "There was really no ce 


итог the scenario of Axe, a 


connection between the farmer in Kidnapped Coed and 
the grandfather in Axe 

writing 1 would meet someone who evoked something for 
те and | would then write a scene for him or her. The 
actor who played the farmer looked like Santa Claus, and 
played him a lot around Christmas time. So 1 thought, 


A lot ofthe time when 1 was 


wouldn't it be interesting if Santa Claus’ turned out to be 

crazy — again, pretty deep thinking! 

“Back then if 1 bad an idea or impulse 
I pretty much went with it” 


It's worth pausing here to reflect on the (lack of) 
technique Friedel is describing. He consistently refers to 
his directing process with a disarming air of apology, self 
deprecation. He clearly wishes to present his inexperience 
honestly, without artistic posturing, and this is entirely 
admirable: it would have been easy for him to make 

ing directorial master 

ır stylistic similarities between the two 
films. 1 think it would be a shame, though, if Friedel’s 
modesty was allowed to overshadow his achievements. In 


pretentious claims of an overarcl 


plan, given the el 


the course of researching this book I've seen a great many 


films by inexperienced first-time directors, and they 
certainly don't all fel like Axe or Kidnapped Coed. Short 
schedules, tiny budgets, no exposure to the deathless 
wisdom of screenwriting guru Robert McKee: these are 
part and parcel of the low-budget horror film milieu; and 
yet th 


watermark of intelligence and creativity to 
Friedel's work that lifts 
movies made under such conditions, 


Well above the average for 


In some cases, instead of predete 


nining character by 
a script and then looking for suitable actos, Friedel 
chose to build а story around people he wanted to film. 


This allowed the real world to guide the structure of the. 
story, through stray observations and chance meetings, 
rather than using actors as laboratory rats to run around a 
pre-determined storytelling maze. While this approach 
was clearly the result of inexperience, it's hardly cont 


versal to point out that an untutored 

see possibilities that the rigorously trained cannot, The 
lack of 

ess, the influence of "unsuitable" 

filmie models like Last Tango in París and Citizen Kane 

contribute enormously to the idiosyncrasy of his work 


very qualities that Friedl cites as failings 
preparation, impulsive 


Fricdel's habitual modesty is charming, but it 
ding his work as 
creative and experimental in the true sense, Untutored, 


shouldn't discourage viewers from re 


unpretentious, and bolstered only by his prior experience 
as a still photographer, Friedel possessed a natural 
inclination to look for person 

Г 

inexperience by copying the conventions of less 


puzzles of filming, rather than responding to his 


ambitious moviemakers. His photographic experience 


may explain why he chose to create characters on the 


basis of unusual-looking actors; still photog 


raphy is nota 
‘of Friedel's horror 


narrative ап, and sure enough bot 
films are peppered with fleeting characters who appear in. 
the movies like cameos or snapshots, and who then 


disappear never to return, They're like figures in the 
background of a photograph, captured in a split second in 
an instant of "composition 

possibly a 

relations 


their inclusion enigmatic and 


cidental, leaving us to fantasize their possible 


Friedel's other great strength is to rust his impulses: 

as he says, “If Thad an idea or impulse 1 pretty much 
This k 

that can seem incredibly arbitrary: but it feels genuine and 

plausible too. | believe Friedel'sspontancity, and the 

Courage to et it rule the storytelling, explain why his 


went with it ids to a sequence of narrative events 


work is so much more interesting than, say, the contem. 
by, whose 

business acumen is admirable but whose films lack 

er the structural norms 

of mainstream cinema, By not trimming out his impulses, 

by allowing strange пол seguiturs, Friedel created 

something unique. This also, 1 believe, accounts for the 

dream-like quality of the two films, their lucid sense of 

place soaked with an immane 

impulses do not necessarily link up to make an entire 


porary efforts of his neighbour, Earl Ow 


intitiveness and trail doggedly af 


nalevolence, Friedel’s 


subconscious structure that can be explored, like some 
sunken ship, by viewers snorkelling ben 
but as in David Lynch's work they allow a sensation of 


“floating’ between narrative codes and storytelling 
currents, deferring closure in a highly individual and 
pleasurable way. 

Friedel is candid about the way material circum: 
stances dictated some aspects of his movies, aspects that a 
critic might have read as “directorial intention’, Ave and 
Kidnapped Coed ate still guided by intentional creative 
choices, however impulsive, but what's striking is how 
even the accidents Friedel describes — for instance when 
the shortfall in running time necessitated the use of longer 
takes in the editing ~ seem to fulfil some secret blueprint 
of the movie: things £ 


o right whilst seeming to go wrong. 
The elongated credits for Axe allow composers Shaw and 
Willhelm to shine, as their title theme plays out in its 
entirety Из mood perfectly matching the feeling of 
suspended time sustained by the lingering final shot. I 


goes to show that creativity can be as much a case of 
drawing with your hand, as it is with 
conscious artistic choices. With olt 
a greater degree of control over extemal factors 
reat fusion of media (writing, photog 
ап design etc), and fused in there too we 


there 
but 


get the subtle DNA of real life, in the form of accidents 


worldly pressures, all the organisational headaches and 
slip-ups that ean occur on such a complex undertaking 
Maybe that’s why cinema, especially low-budge 

can feel more real than written storytelling. No one 
doubts that the extraordinary circumstances on the set of 
Francis Ford Coppola's Apocalypse Now fed into the 
onscreen story and lifted it to a higher state, but i's w 


pointing out that even a "Pad film can exu 
for which a novelist could sw 
labour groellingly without success! Having said that, it's 


verisimilitud ıt and 


the temperament of he artist that determines whether a 
unintended intrusion should be incorporated or fought. 
against. When Herschell Gordon Lewis saw that his 1967 
film The Gruesome Twosome was running under feature 
length, his solution was to film a cheap five-minute 
prologue of two polystyrene heads in a wig-shop window, 
‘talking’ to each other (via primitive animation) about the 
story to come. The same problem as Friedel had with 4x 
ve rise to two very different and idiosyncratic 
responses: Lewis's bizarro solution tells you a lot about 


his jocular attitude to his work; and Friedel's slowin 
down of the tempo is perfectly in keeping with the overall 
mood of his movie. Such ‘accidents of circumstance can 
reveal instead of obscure the character of the filmmaker 


Kidnap Complet 


The film comes to life through its images. Friedel was 
highly attuned to the possibilities of the region's visual 

attractions and what Kidnapped Coed may lack in formal 
storytelling terms it more than makes up for in pictorial 


ty and its ability to evoke a sense of place. "Part 

the fun was just roaming around and letting my eye 

respond to the North Carolina countryside," he recalls. “It 
the whole State for a movie set, The 


was like hav 
place where Eddie holed up with Sandra was actually tw 
locations = they entered the lobby of a hotel in Concord 
North Carolina and went upstairs, to a room in Monroc, 
North Carolina. In Charlotte, 

drive from everywhere: the small towns, the farms, cic 


we were at most a few hours 


The only scene that required many hours driving and 
therefore staying overnight on location was the beach 
scene in South Carolina. We made that trek because 1 

to have Jack praying at sunrise by the water. We 
had only а few minutes of ‘magic light” at sunset to shoot 


the exterior of the car on the beach. And it got stuck in 
the sand. So we had to quickly call а tow truck, Which 
also got stuck in the sand. So we had to call another tow 
before it 
то our car, All of this was happening just outsid 


truck to come and tow the first tow truck out 
could ge 
of the frame while we were shooting! We had to keep 
shooting because the sun was going down, The next 
morning we shot the scene, which was quite beautiful. 
He continues, “I had been a still photographer so 1 
was always in love with beautiful images and that love 
pretty much drove the movie, 1 went overboard in 
shooting anything that my eye responded to. Even Austin 
chided me about it. Someone once said that when a 
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director becomes old, he becomes a photographer — in 
other words he loses his discrimination between the 
essential und the pictorial. I was so young 1 had по 
discrimination at all, just a real love of shooting things. 
The one thing 1 didn't realise was how great Aus 
fighting was until the dailies came back, I don’t know that 
1 even knew enough to ask for it back then, other than to 
sy the mood 1 wanted. 

Whilst the film is certainly one of the more oblique 
titles to have played American drive-ins, there is one 
scene at least that connects with the exploitable subject 
matter of its likely co-billers: a brutal rape scene in which 
Sandra is beaten and molested by two people she at first 
believes have come to rescue her from her captor. 
Although we see nothing remotely pomographic (not even 
Rivers's breasts), the tumultuously edited violence —в 
i muzzle violently jammed into Sandra's crotch, just 
out of frame; the assailants shot dead with а bullet tothe 
crotch and the rectum — when allied to four very 
‘convincing performances, tums this into probably the 
tastiest scene Friedel has ever shot. He describes his 
approach: “I felt about the rape scene as 1 did about the 
ruta killings, that 1 never wanted to show anything 
explicitly, but through suggestion, 1 felt that showing 
things explicitly was too easy (and wasn’t in my nature) 
anû required very litle cinematic imagination. I followed 
Hitchcock's dictum of cinema being a series of pieces of 
‘lm that add up to something greater in the viewer's 
imagination, which is one ofthe reasons the brutal scenes 
ta both movies never felt brutal to shoot; because it was 
more like putting together the pieces of a puzzle, Leslie's 
emotions were real but all we shot were separate discon- 
sected images, like an arm tied here, a leg pulled there 
tc. Hitchcock said that in the Psycho shower scene you 
zever actually see a knife touch the body but you are sure 
you've witnessed an incredibly brutal murder. In Axe, the 
sie never touches Steele, but you feel he's been brutally 
žxe-murdered, you never see an axe strike the body of 
Lomax but you feel he's been dismembered. 1 only 
showed the razor on Lomax’s neck really to show Lisa's 
‘pain and insanity: it's the only explicit image in either 
Dovie. In Kidnapped Coed, the combination of the 
тае and Leslie Rivers’s real emotion was designed to 
capture the essence of a brutal гаре. In Axe’s rape scene, 
Leslie Lee, who was not an actress, never went to the 
«tional place that Leslie Rivers did, so it was not an 
otionally compelling scene = it felt more abstract and 
disconnected, befiting her emotional state.” 

Leslie Rivers brings rich girl Sandra Morely to life in 
«subtle, economical performance. With her freckled face 
sad long blonde hair, she's uncannily similar to Sissy 
Spacek, and her nervous fragility and occasional bursts of 
‘rage suggest she too would have made an excellent Carrie 
White! Irsa shame that her movie career dried up: her 
‘committed performance for Friedel shows a talent that 
sid have propelled her into the mainstream, 

Amongst a supporting east comprising mostly cameos, 
Friedel himself tums up again, but this time only on the 
scandirack: “I decided to play Mr. Morely offscreen 
because I thought it was unnecessary to make a character 
of him in the movie. We know what a father's anguish 
would be in this situation without seeing him. Therefore 1 
‘ought it wasn't necessary to involve more characters 
{and actors, another low-budget solution) into our mini 
Dodgeted opus. Also, since 1 was playing Sandra's father 
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and 1 was the same age as Leslie Rivers who played 
Sandra, showing me wouldn't really have worked. 1 knew 
if played him off camera 1 could gruff up my voice and 
sound a bit older." 

‘With such a loose script, it was always going to be 
hard finding a satisfying ending. Friedel explains, “The 
original ending had Leslie being shot to death by the 
hoodlums. 1 shot it slow motion with Jack screaming and 
going to pieces. But it was such a downer that it didn't fit 
with the tone of the rest of the movie, so 1 had to rethink 
it Since 1 had the footage of hoods pointing a gun at them. 
and the long shot of them driving off into the sunset, the 
cheapest thing to do was have а voice-over line recorded 
— "Alright, who's driving the Caddy... Hand over the 
keys!” and ‘Do you believe what's in this suitcase! — all 
designed to play over the footage we had. We couldn't 
afford to shoot anymore. It was a no-budget solution but 
the only one I could come up with that somehow gave it 
aan ending consistent with the feel of the rest of the 
movie. 

Kidnapped Coed was made in the midst of painful 
circumstances, as Friedels father suffered a serious 
worsening of his health due to cancer, Friedel's mood was 
then further darkened by another tragedy that struck at the 
same time. He explains: “The incident involved Leslie. 
Lee (her full name was Leslie Lee Moore), She and 1 
were still close during the making of Kidnapped Coed. 
The long track down the hallway of the Morley residence 
was shot in her family's home. Leslie's mother, Beth 
Moore, was Carolina royalty, her husband was State 
Senator, and she was everything you would expect of the 
wife of Southern gentry. She was beautiful, vivacious, 
intelligent, witty — totally captivating. 1 adored her, She 
was also very, very unhappy. and I think quite lonely: 
During the period we were filming she would extend 
invitations to me to come and visit, We always had a great 
rapport and 1 think she just needed someone to talk to. 
With the filming and my father's progressively terminal 
illness I was a bit overwhelmed and was never able to 
take time to see her, Г always regretted it.” He pauses: "In. 
short, Beth took her life in the most dramatic and horrible 
fashion, She set herself on fire. It was totally shocking. It 
became a national story.” 

As with Axe, when it was time to cut Kidnapped Coed 
together, it proved almost too short for an acceptable 
feature. Friedel had to use nearly all the exposed footage. 
Still, one scene in particular took padding a litle too far: 
“I yanked about five minutes from the scene where Jack. 
is pacing in the barn, after someone at the premiere said 
the scene was Andy Warholesque;" he laughs. 

For the music, Friedel once again called on the talents 
of musicians George Newman Shaw and John Willhelm. 
"We'd make up song lyrics on the spot and they'd create 
these wacky country songs for the soundtrack — "You're 
ту litle baked potato, but you're alright with me. You 
dont put on airs like no Frenchy фу" However, the 
mention of George and John saddens Friedel, as he 
explains: "George always idolised George Gershwin and 
had huge musical ambitions to match his alent. Very. 
much relating to George's ambition, and wanting to help 
further it, when I got to New York with my movies I got a 
big agent and was discussing a film idea with a Vice 
President of Columbia Records, who | knew 1 could get to 
listen to their music, So George and John went back to 
that South Carolina studio to record some original 
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material. On ıl 


sir way home late one night a truck 
crossed into their lane and struck them head on. killing 
them instantly, They were justin their early twenties. To 
this day 1 find the grief of this loss is overwhelming. 

As Friedel and Avrum Fine worked on the editing 


they realised there was a similarity between the Kidnap 
Lover story and one of the biggest news events of the 
year: Patty Не 


revolutionary freedom fi 


t's journey from spoiled itle rich g 
th had begun in. 
February 1974 with her abduction, and went stratospheric 
with her appearance as a gun-toting member of the SLA 
during a bank-robbery in April that year. “I only thought 
of the Patty Hearst connection after we had finished 
editing.” Friedel says. "Ir was late and Avrum and 1 
started joking about ways of seeking to tie it in to that 
event, which was all over the papers, "What famous 
heiress doesn't want this story to come out?!" "Why 


doesn't the Symbionese Liberation Army want this story 
told?" It made us laugh, so I thought why not put it on the 
‘one-sheet, in typical misleading Hollywood fashion, not 
realizing in my youthful enthusiasm how offensive it 

и be! We only used that poster for the premiere.” 
The premiere of what was then still called The Kidnap 
Lover took place on 15 February, 1975, at The Great 
Western Music Hall theatre in Gainesville, Florida 
Friedel's hometown. "I remember 1 ran into Lindsay 
Anderson, the great British director of If... and О Lucky 
Мот, who was lecturing at the school. They had me 
talking to the classes before my movie opened there 
making a big deal of it, like “local boy makes good", and 1 
told bim rather matter-of-factly that 1 had made two films 
in a year, He used to take many years between his films. 


I'm not drawing any comparison, his films are truly 

looked at me, almost tired thinking 
about making two in one y 
lot of pep! 

Friedel remembers the premiere сте 
actors flew in, klieg lights out front... they tried to make i 
as big a deal as possible. The print arrived by plane just 
hours before the opening. There was a reporter for the 
college newspaper there who was making himself a bit of 
a pest, pompous air and all, and 1 was less than gracious 
with him, He then wrote a scathing review in the college 


remarkable, and 
far and said, "You must have a 


sing well: “The 


newspaper personally attacking me. Anyway 1 drove 
home three hundred miles south to Miami the next day to 
be with my very sick father, who was dying of cancer. 
When 1 came back a few days later and drove by the 
theatre 1 was shocked to sec that the movie was no longer 
playing there. Apparently it had died at the box office 
amidst all the hoopla. It was q 

made it even worse was that making the film kept me 
away from my father during the last few months of his 
fife and 1 had dedicated it to him, so 1 felt doubly bad. I 
found out that he had cancer just when we were about to 
start shooting and he insisted 1 stay and finish the movie 
1 remember one week we didn't have the money and 1 
called my father, and he sent me a check for $5,000 10 
keep it going. He was a very special man.” Friedel's 
father died two months after the film opened, "Before he 
died | lied and told him the movie was a hit” Friedel 
зау». “I didn't have the heart to tell him the truth. 


humiliating. What 


The Charming Mr. Novak 


At first, Friedel and Irwin Friedlander distributed the two 
films themselves, under their original titles Lisa, Lisa and 
The Kidnap Lover, scoring play dates in North and South 
Carolina. Two years later, hoping for wider distribution, 


they struck a deal with exploitation distributor Harry 
Novak and his company Box Office Intemational 
Dazzled by Novak's persona 
offer, a decision Friedel rues to this day 
"When Harry Novak took the films to distribute he 
paid $5,000 up front, then struck many p started 
playing them all over the country, Whenever he showed 
me a box office statement, it appeared that the more he 
played the movies and the more money he made, the more 
money he claimed 1 owed him. I was just out of college 
and was totally unaware of the duplicitous practice of 
many distributors. Two sets of books — pretty commo 
especially on the low end of the scale like Harry. When 1 
o after him, he declared bankruptcy 


charm, they accepted his 


Nightmare USA 


snd transferred the films into another company and took 
the negative from the lab and hid it.I was told by my 
Sawyer that ever getting a penny from such a practiced. 
сов man would be nearly impossible, and would be 
financially prohibitive. He would just hide in the court 
system (and the sewers) for years... He's been sued many 
mes before. I was advised to just get on with life and 
forget it. My partner Irwin who put up most of the money 
ore the brunt of the financial loss, His fortunes turned at 
“зз time and he was forced to move out of his large, 
Furious home into а smaller, more modest one. The 
Sove was very hard on his beautiful wife Peggy, a 
‘vevacious Souther belle in the Scarlett O'Hara tradition. 
She became very depressed and eventually shot and killed 
herself, 1 have often thought that the money from the 
Sms if retumed honestly would have kept them in their 
Sicer home, and possibly this tragedy might have been 
жепей. ГЇ never know, But it didn't stop there. Irwin's 
beautiful young daughter Jill was so distraught over 
Peggy's death that she attempted to take her own life. She 
shot herself in the throat, severing her spine, and 
semained paralyzed in a wheelchair. It was totally 
devastating, There were times | was so filled with rage 1 
wanted to kill Novak.” 


The Later Films 


The death of Friedel's father after Kidnapped Coed was 
completed meant he was obliged to take time away from. 
фе industry for a while to look after his mother and run 
the family business in Florida. “While 1 was there I wrote 
з script called Dead Run about two world-class serial 
Killers and used it (and my two movies) to get a “big time" 
agent in New York,” he recounts, “I decided to shoot for 
moon. My agent wrote a letter to the head of Universal 
Studios accompanying my script for Dead Run saying she 
thought 1 could be the next Steven Spielberg = pretty 
heady stuff for a young director. Dead Run never got made 
and I spent a few years trying to raise money to direct 
some even more ambitious projets. For my adaptation of 
Lady Chanerley Lover, I actually had location scouts. 
working in England when the financing fell through. 1 also 
spent some time writing and trying to raise money for The 
Deed, а movie about two young Israeli freedom 

who helped create the state of Isracl. It's based on a book 
by Gerold Frank, the man who wrote The Boston. 
Strangler. In the eighties 1 got interested in making 
smaller, more personal movies, which I hoped to fund by 
writing and producing movie trailers for the studios. 1 
probably worked on over а hundred movie campaigns: 
Prony Woman, War of the Roses, Rain Man, Die Harder, 
сах. | also worked on TV spots for some popular American 
TV shows: The X Files, Cops, America Most Wanted, 
Beverly Hills 90210, Melrose Place, ete. lt was a bit 
schizophrenic, sort of like living in ‘the belly of the beast 
Writing personal, un-Hollywood-like movie scripts while 
caring a living promoting big-budget fare, and television, 
‘which | never even watched. Along the way I wrote and 
starred in а play in Hollywood, called Lost in the Movies. 
shout a mental patient who can only talk in movie 
dialogue, (ГЇ be doing that as а film in the next few 
years) I collaborated with some other writers on material 
that was never produced: a studio picture called Mamas 
Boys, about two brothers who discover their father has a 
Secret life as а successful criminal, and Plots, а murder 
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mystery set in the world of funeral homes. I also wrote a 
book called The Complete Book of Hugs (comic/romantic 
fare inspired by my beautiful wife Jill, an actresssinger 
‘who has performed with Frank Sinatra, Tony Bennett, Bob 
Hope, Tina Turner, and appeared on TV's Happy Days.) It 
has been published in ten countries including Great 
Britain. 1 spent some time doing stand-up comedy. More 
pertinently, Ї wrote a number of personal scripts dealing 
with subjects such as my father's death, and my mother's 
‘mental illness, that it appears Ill finally get to make due 
то the inexpensiveness of digital video." 

In 1999, Friedel was brooding over the fate of his first 
тко movies when he decided to act on an idea that had 
first struck him back in 1980: “I came up with an idea to 
теме an original movie by combining the two = Axe and 
‘Kidnapped Coed — into one. Because Jack was the lead in. 
both, 1 came up with a story about two identical twins 
who were separated at birth and never meet. But thirty 
five years later almost to the day, they both go on violent 
killing sprees within a few miles of each other. I called it 
Bloody Brothers. 1 did а rough cut in about a day and 
thinking it was probably а crazy idea — and that 14 
‘actually get sued for releasing my own movies — I pretty 
much set it aside and forgot about it. Well a number of 
years later my best friend is teaching a college film 
‘course and for a lark shows the clas the rough cut of 
Bloody Brothers... And they loved it. 1 finished re-cutting 
it and I know this sounds crazy — i's actually a better 
‘movie than either ofthe other two, which were very slow 
and drawn out because I had to use every foot of film 1 
shot. To make matters worse in the debacle with Novak, I 
failed to copyright my own films (remember, 1 was a. 
‘small-town boy just out of college who didn't know 
nothin’) so they have been copyrighted by a number of 
people who have been selling them all over the world 
without paying me a penny. So now 1 will finally own a 
bigger and better version of my own movies and at long 
last, God willing. get paid for it. The new movie actually 
looks like a period piece that could have been shot today. 
It will be interesting to see what happens. A lot of distrib- 
шогу want to see it. And I'd like to sell it to TV and video 
їп Europe. All the money I make will go into my next 
movie, I'm intrigued as to how the story of filmmaker 
who has his movies stolen but reinvents them to finally 
get the last laugh on a crooked distributor will різу. So 
much of Axe and Kidnapped Coed was driven by not 
having enough footage to make а full length feature film, 
thereby using every bit of film but the slates and playing. 
every scene on and on ad nauseam, that they are now 
almost impossible for me to watch without pain (or pain 
killers...) So when the opportunity came along to finally 
cut out some of the stuff that 1 find unwatchable, as well 
as to correct а Jong standing injustice, it was impossible 

"The scene originally cut by Novak where Leslie 
wakes to see Jack on the beach praying at sunrise has 
been reinstated in the cut of Bloody Brothers. Friedel 
always missed it, saying, " felt it was important, to. 
‘explain her change of heart towards him, but Novak eut it 
‘out without my knowing, Unfortunately the only source 
Tor this scene was an old 3/4 inch tape, so the poor quality 
‘of it you'll see in Bloody Brothers captures only a fraction 
‘of the visual beauty of the original.” 

Having made a cut of Bloody Brothers, Friedel turned. 
his attention to а new project. In 2001, whilst working as 


The loce of a maniac? Pack Dava Brady 
in Fda lates! тоге Squish 207). 


an acting teacher at the Angels Gate Cultural Center in 
San Pedro, California, Friedel saw an opportunity to 
launch his third feature film, The Angels Gate 

an artists’ enclave at a converted military base, and due to 
its practice of holding rents down low, it has 
haven for painters, sculptors, photographers and 
filmmakers, Friedel used the facility as a base for a 
16mm feature film called My Next Funeral, a bla 
comedy about a destitute, depressive comedian (played 
by Friedel himself) who decides to take his own life. 
However, oblivion proves just as elusive as stardom. 
"The story was probably inspired by Beth Moore's 


become a 


suicide," Friedel says, "and a cousin of mine who killed 
herself. A beautiful twenty-three-year-old named Linda, 
‘who was actually a twin. 1 was always haunted by the 
idea that if someone somehow bad just managed to get 
through to them before they did it, they might actually 
have decided to live. Like the Voltaire quote which T use 
"A man who kills himself today, would 
have wanted to live, if he had only waited a week.’ A 
serious subject that thought could be best approached. 
‘comedically. Because 1 hadn't made a movie in a long 
time, 1 was eager to try anything and everything. 1 wrote 
the script while working at Fox Television, producing 
spots for Americas Most Wanted, and 1 thought Га 
lighten the load by writing as many jokes as 1 could think 
of, И tured out to be one of the most logistically compli- 
cated low-budget movies ever. Truly head spinning. Over 
ıa hundred and fifty actors, fifty locations, music numbers 
and the shooting was completed for $25,000. (When 
Finished it came to three times that, all out of my own 
pocket and on credit cards.) It took me a while to find a 
production manager who even wanted to work on it 
because they all thought it was impossible to make for. 
the money | had. 1 play the lead and I'm in every scene 
so the directing was interesting! I'm presently looking for 
a distributor for it” 
ics to work on new stories, turning 
these days to the increasingly sophisticated possibilities of 
video technology. A script called А Dog s Life is one 
possible future project: "At this point it's а bit up in th 
air. | haven't found a way to approach the subject that's 
not hopelessly grim and off putting... It's а drama about 
the relationship between a homeless deaf mute and a dog 
he finds on the streets, The drama unfolds when the de 
is put into а city pound where he'll be put down, and the 
city refuses о give the dog back to him because he's 
homeless. It's a powerful story that 1 hope brings some 
attention to the rather bleak treatment given to both 
homeless people and animals in this country.” 

Friedel is still only in his fifties, so it's more than 
likely he will direct another production some time so: 
The structure of the film industry may have changed so 
that films like Axe no longer get made, but Friedel is 
clearly not a quitter. 1 look forward to seeing his next 
film, whatever the medium. Meanwhile, we have Axe 
and Kidnapped Coed to remind us just how fertile the 
‘American independent cinema could be, back in the days 
when the "exploitation" film industry ran it's own merry 
жау, separate and s 
pantheon of greats: a pantheon to which Friedel 
definitely belongs 


Friedel con 


Nightmare USA 


Wet Off the Press... 


Nightmare USA was nearing completion, Frederick 
Friedel sent me a rough сш of his latest film, a thirty-five- 

delayed return to the horror 
e. So what would it be = another of his digressive 


ote short marking his lon 


urmeys into melancholia? A downbeat character study? 
The film in question is Squish the moving 
of an escaped mental patient who hides out in a 
full of huge industrial presses! 

We shouldn't be so surprised that Friedel has turned to 
Stack comedy this time. After the Woody Allen-ish 
ws humour of My Next Funeral, and the problems of 

4 Dog Life into shape ("I haven't found а way to 
ch the subject that's not hopelessly grim and off 
ing” he says), Friedel clearly has a need to find an ‘up’ 


counter his downbeat proclivities. And once you adjust 


¢ idea of a film perhaps more in the mould of Frank 
ter or Stuart Gordon, Friedel 's habitual tendency 
for the underdog is readily apparent. 
following synopsis is kindly provided by the 
4 deranged mental patient escapes from the 
ospital after brutally murdering a security guard. He 


es refuge in a deserted factory with heavy industrial 
presses, und soon becomes obsessed with a beautiful 
sone girl. When Beauty rejects the Beast he embarks on 
some killing spree. He turns the factory into a 
ато chamber of horrors, where death is accompanied 
J curdling scream, and punctuated by the sound of 


gush, The manhunt begins. Can he be stopped before 


of blood becomes a tidal wave 
h the demeanor of ‘the patient” (Patrick David 
is the forlom undercurrents in which the 
x's previous characters so often swam, Squish is 
s: and foremost a comedy horror film, Friedel derives 
л humour from the means by which the tall, sallow 
ental patient makes his escape. When a drunken 


security guard comes to his cell to taunt him, dressed 


ng blonde wig and women’s clot 
s makes me look a little heavy? " — the 

mor and adopts the female 

is as a disguise. Later, while tottering past a factory 
ss, blonde wig and high heels, he's bizarrely 

а job ("Have you ever thought of a career in 

ry”) by a boss determined to win a wager with a 

ies (the later played by Friedel himself. And 

жеп the madman takes to a backstreet red light area 

т the john who molested his dream-girl (a 

nocent forced into prostitution by her 


og- "D'you 


murders his ton 


ао 


arolina on My Mind 


debt-ridden boyfriend) he again finds the dress, wig and 
heels invaluable, Meanwhile, in а broader comedy vein, 
the murdered guard's twin brother, а cop, suffers the jibes 
‘of colleagues who find it hilarious that the dead man was 
found wearing split-crotch pink knickers, fish-net 
stockings and a wonder-gitdle, "The nerve of that fuckin 
Tony — drawing а bra and panties on the chalk outline of 
my brother's body 

On the downside, Squish suffers from a couple of 
shaky zooms and some even shakier performance 
particular the psychiatrie doctor (Otto Brezina) whose line 
readings inexorably recall Bela Lugosi in Glen Or Glenda 
(1953). Brianna Walker also struggles to make much of 
innocent under-age Anna (and while beautiful she looks 

ап fourteen). Fortunately the cops (Joe 
si) and Anna's selfish boyfriend 
van-coming horror star Jared Cohn, а 
protegé of prolific genre studio The Asylum) take up the 
slack, giving performances that would work just fine in a 
more expensive exploitation movie. 

Squish is an experiment to shoot a movie on Mini DV 
for under $5,000," Friedel explains. 
weekends with mainly non-actors and al 
ike and a camera, ls origin? A friend has 
а shop with heavy industrial presses. Another has а face 
like “death thought if put the two together it might be 
а movie. 1 wrote the script in about the 
time it takes to cook a roast!” 

Once a 
locations and faces rather than storytelling notions, a 
method that recalls his Carolina movies. One major 
difference this time is gore; or at least it will be, once the 
film is completed. The version I've seen is extremely 
bloody but lacking in grisly aftermath shots. Friedel 
explains: “It's still being edited. There are black holes, 
shots missing. Most of the killing, terror, and gore scenes 
are only 25% filled in. The sound hasn't been fixed and is 
unbelievably bad. There is no music, and sound effects 
yet, no colour correction, no titles/eredits, and the last 
scene, which twists the story in а different direction. is 
Asked about the film's modest running time, 
Friedel says, "t just played better shorter. And with some 
‘of the non-actor performances, less was definitely 

Made for $5,000 it may be, but Squish is a short with 
‘commercial DVD potential, so let's hope we see a 
version. Perhaps, with а second and third 
it, this could even be the birth of Friedel's first 
portmanteau horror movie? 


It was shot mostly on 


Pretty much a 


gain, Friedel is building his work from 


i (L Mis BEDE © 


Jack Canon's ligne 
Coed (pictured) and 
Ave stare he screen 


ia move caled Squish. set 


wih huge дуга presses. f 
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WA ue iove go баак 


Patrick Dav Bradley 


se \л on Squish 


My Next Funeral 


Kidnapped Coed, 
Lesia vers 


Postscript 
їз not often that a film eritie gets the chance to add a line to 


‘one of his favourite movies, especially when it's over thirty 
years old. The opportunity arose for me, however, whilst 
researching this chapter. During our correspondence, Frederick 
Kindly sent me a cut of Bloo Brothers, asking for my 
opinion. | watched it with my friend Julian Grain 

scen neither of the two earlier films from which it was derived 


Knowing that Bloody Brothers would need to work as a stand- 
alone movie, 1 figured a combination of my perspective and 
Julian's would be useful feedback. As И tumed out, we both 
enjoyed the film. However, we agreed that the ending was a 
problem: because it was technically impossible for the two Jack 
Canons to meet, the fiim lacked а final payoft although it was 
something the imereuning seemed to promise; events appeared 


be heading for convergence as the flm progressed, with 
captions revealing that the two brothers were geting closer and 
ody Brothers cut ended 

" 


loser 
with Eddie 
together, and Steele from 4 


apically. The original B? 


Vd Sandra from Kidnapped Coed divi 


dead in the farmhouse. 


1 suggested that one way to make the storylines cross 


would be о add а radio news report over the final shot of 
Eddie and Sandra driving away, to the effect thot Steele's body 
has been found at the farmhouse, and eye-witness reports have 
also identified him as the person responsible for the kidnapping 
of Sandra Morely, with Sandra declared missing presumed 
dead. Thus, the murderous Steele is blamed for Eddie's erime, 
and Sandra and Eddie can head off to 
money, safe in the knowled 


«ber with the ransom 


that he police have atributed 
edie’ crime to his evil twin. 

Friedel approved of the idea, saying: 
nothing to do and stray in the spirit of low-budget 
filmmaking 
extr line dubbed over the requisite shot. 


lt would cost 


The final cut of Blood Brothers now has the 


1 Godiin directed a documentary about the University of Florida 


called The Magic Tomer (9 


Leacock vas à cinema 


roger and porter inthe Leacock- 
Pennebaker company who made Don? Look Bock (1967) and 
Monterey Pop (1968), 


3. Distributed by Variety Film Inc, the company who handled 


n° The Body Shop and the aforementioned Southern dive 
in hit Paracherman; Variety also handled such explosive sexo 
hybrids as Shaun Costello's Forced Entry (1972) and Alex De 
Жау Femmes de Sade (1976), and circulated Doris Wishmas 
extraordinary sexchange saga Let Me Die а Woman (1978), 


4 Амама of car 


1970 Untied Shot 

1971 Untied Shot 

1972 

1974 Axo aka Lisa, Lisa aka Calfonia Axê Massacre 
а The луп Sutter aka The Are Murders 
ien wie) 
Капарра Coed ska The Kidnap Lover aka Da 
wit a Kidnapper aka House of Tenor aka Nght 
sing (sco e oniy) (also wie! poder) 
My Мем Funeral (also writer I producer) 
Bloody Brothers also wie! producer) 
Squish (short) 
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chapter 4 


It Came from 
New Jersey! 


Douglas McKeown on The Deadly Spawn 


The Deadly Spawn (1982) 


hen a meteorite lands near а sleepy New Jerse 


village tiny slithering creatures with fearsome 


emerge and infest the locality. Next morning, thirteen-year- 
old Charles (Charles Hildebrandt) wanders down to the 
cellar of his family's hillside home and discovers gruesome 
idence that his parents have been eaten by the Spawn, 
ow swarming the watero . Charles must 
devise a way to destroy the creatures, which are growing at 
frightening speed, if he's to save his older brother Pete 
ie (Richard Lee 
Porter), Ellen (ean Tafler) and Kathy (Karen Tighe), from 
similarly grisly fate. A tall order for a thirteen-ye 
4 perhaps an encyclopaedic knowledge of monster 
iovies will prove useful...? 
Ifa суп was to give a “high-concept’ summary of 
The Deadly Spawn, it would sound like any of a multitude 
of gory horrors = monsters, alien invasion, eyes eaten, 
friends chased, ete., їс. But it's actually one of the 
ost enjoyable and exciting low-budget horror films of its 
day. Let's be clear about one thing: the worst а horror 
movie can be is dull. The Deadly Spawn may be cheaply 
made and essentially frivolous but it has а brisk pace, grue 
gristle galore, and lots of pleasing incidental detail 
gripping and atmospheric piece 
f work that puts many a monster flick of big studio 


Tom De Franco), and Pete's friends F 


se in the shade. 


A brief prologue showing the deaths of a couple of 
unwary campers is simply workmanlike, but the next few 


scenes draw us compellingly under the film's spell. 
Director Douglas McKeown takes time to introduce an 
re household whose fate will be the focus of the story 
hese early scenes are so evocative and plausible you 


ind, to your surprise, that you're not merely waiting for 
with most low-budget monster 
mashes, all you really want to see is teeth and flesh- 


с Spawn to attack 


wounds, everything else is an irritant. Not so here 
doing it or being pointless апу, McKeown 
he gentle, sleepy domesticity of a Sunday 
as everyone just eases their way into the day 

ful music has а dreamy calm-before-the-storm, 


ame from New Jersey! 


D 
the windows: you would almost forgive the characters if 
they opted to deny us the usual screaming and bleeding 
and instead hopped back into bed like real people, for 
another forty winks. 

But this is а horror film, and such idyllic laziness is not 


the acting is realistically low key, rain beats down on 


n option. Bloodthirty sceptics can rest assured that the 
laid-back parents soon lose their happy thoughts afte a trip 
to the cellar, and the mayhem proliferates (їп step with 
good characterisation) from thereon. 

The Deadly Spawn reminds me of another great 
American horror movie, Don Coscarelli's Phantasm: both 
protagonists 
forced to deal with an attack on their families, presented 
within a fantastical framework. The Deadly Spawn, like 
Phantasm, is liberally packed with highly inventive special 
effects. And both are mood-pieces; the prevailing 
ambience bei 


films focus on believable, non-chippy teena; 


motional 


blend of humour, horror and melancholy. 


The Spain x 


Mckeon apples some a 
to cast тепе Renar 


a tuer i Mans Dey Spann 
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But enough of the film's subtleties... What about the 
monsters? Well, they re fantastic, a triumph of low-but 
dedication and design. The S 
just priceless, and even the less successful prosthetics make 
пр in chutzpah what they lack in technical polish, Of all the 
effects in the movie, I'm always most startled by th 
realistic early stages of the Spawn, skitering around like 
‘mutated mudskippers in the flooded cellar. The more 
advanced Spawn inspire a mixture of repulsion and hilarity 
they even have а bizarre sort of cuteness, their cartoonish 
facial expressions exuding à Tex Avery pleasure in going 
about their gory business. By the time these critters have 
grown into man-eating muli-headed giants the size of 
cattle they're riotously impressive, sure to stir the hearts of 
even the most jaded fans. John Dods, who designed these 
‘magnificently angry crimson creatures, their gaping mouths 
packed with teeth sprouting from swollen gums and 
dripping with alien mucous, gives us one ofthe most 
memorable sereen nasties ever. I've applauded the film's 
‘other qualities but let's not mince words = this is one hell 
of a payday for monster fans, In many ways The Deadly 
Spawn isthe apotheosis of he low-budget monster flick 
instead of a cute but obvious man-in-a-suit (Span of the 
liis, The Milpitas Monster, Bog), here we have a rude, 
aggressive, dementedly phallic/grungily vaginal creation, 
proliferating through several differently designed and 

— ай of them dangerous — executed with 
all dedication by John Dods and given the 
utmost impact by MeKeown, It's obvious that the 


inspiration came from Ridley Scott and H.R. Giger's Ali 
ut where Scott and Giger had vast resources, McKeown, 
and Dods carved their niche in horror heaven with a 
thousandth of the budget. IF you have any love for the cra 
jonstr-making, you can't fail to be dazzled. 

Ви then, everything works well here. The young east 
hold the story together admirably: there's nothing phoney 
about their performances, even when they have to react i 
extremis. They may have been "new to the screen” but they 
never feel clumsy or соту. The scene where Peter (Tom. 
De Franco) refuses to accept that his cherished world of 
science and logic has been breached by an “impossible 
invader is well acted and completely plausible within the 
generic context of the film. Thirteen-year-old Charles 
Hildebrandt, in the pivotal role of a clued-in horror fan, 
never hits а false note, and — a genuine rarity with child 
stars — never has you rooting for his death, The script 
foregrounds his interest in horror films, and in a clever, 
cannily written exchange, McKeown has him answering 
questions from a psychiatis-unele about ће effect of scary 
movies, thus shooting down the criticisms parents often 
raise when they choose to stop their children reading honor 
comics, or watching horror films on TY. It’s all done 
without ostentation, revealing the child's no-nonsense 
distinction between fantasy and realty, and then bolstering 
this by showing that he's actually more resourceful thanks 
to his passion for horror. Talk about understanding your 
audience: by cocking a snook at oppressive, pleasure- 
denying parents, Mckeown's script is guaranteed to strike 
a ready spark with viewers! This genre-referential approach 
proved quite prescient, too: the self-aware use of movie 
lore was still infrequent in horror films of the time. 
McKeown's ‘postmodern’ appeal to fan sensibilities easily 
pre-dates the "horrorrony' bandwagon ofthe 1990s and 
has the added virtue of offering а casual, playful setting fo 
such ideas. 

АН horror films need their set pieces, and McKeown 
delivers in spades with a priceless scene in which the 
Spawn chow down on the guests at a housewives 
ve ves it that exta bite (if you'll 
forgive me) is that we're not really used to seeing middle- 
aged women prey to gory monster attacks, There's 
something both funny and disturbing about it. | was 
reminded of David Cronenberg's Shivers: repellent slug- 
like monsters attacking the elderly in scenes that vibrate 
with both horror and hilarity. If all the movie had to offer 
was this one scene it would still be worth your money 

There are problems, of course: Charles Hildebrandt 
does his best to sell the scenes in the cellar, but they're 
dragged out far too much, seeming to strand the boy in a 
temporal limbo and interfering with the time-scale of the 
story. He's still down there after the mayhem at the 
vegetarian luncheon, which jars because in screen terms 
we've been occupied for quite a long time with it, not to 
mention the plight of Pete and his friends. On the plus side, 
though, these extended scenes (explained in the interview 
with Doug McKeown) do give us lots of lingering shots of 
the various Spawn: one caught in a mousetrap, another 
nibbling at a severed head, etc. Quibbles aside, the film's 
‘overwhelming drive and energy push the narrative beyond 
the nitpicker’s tweezers. If you're a parent who hasn't 
forgotten the thrill of being а childhood horror fan, how 
about leaving a DVD of this movie lying around for your 
children to find? 1 bet even the seen-it-all “kids of today 
would get a kick from this spirited genre treasure. 


Nightmare USA 


Douglas 


McKeown 
Interviewed 


оз» MeKeown was bor in New York City on 14 
D a, New Jersey 


January, 1947, and raised in Metuch 


c graduated with Honors from Emerson College in 


Boston and began teaching high school English courses 
Shakespe 


"World Literature and the Art of Film) in 
¢ after six years to work in the theatre. Among, 


film students he taught in the early seventies were: 
Richard Wenk, who went on to become writer-director of 


and Just the Ticker, Tom Ruegger, producer-writer of 


е TV shows Tiny Toon Adventures and Animaniacs: and 
4 Copper 
igician. From 1976 to tbe present, McKeown has been 


eld, née Kotkin, the stage and TV 


е director, stage and screen writer, sta 


Signer and video maker, and, of course, has enthralled 
тос fans with his only theatrical feature The Deadly 


т, released in 1983 and still wowing audiences on 


JVD today. MeKeown is curently living in New York, 
а and performing autobiographical material as a 
er of the storytelling group Queer Stories. 


The Monster of Met 


t memories of movies are from Saturday 


st the Forum Theatre in Metuchen,” he recalls, 
scd to run “old! movies for kids. 1 remember the 

Weissmuller ‘Tarzan’ pictures and a host of sci-fi and 

eror such as Forbidden Planet, Tarantula, Them. The 

ple, t Came from Outer Space, И! The Terror 

^ Beyond Space, И Conquered the World, and so forth. 


se 151 | was completely in love with early 

ryhauisen, like The Beast from 20,000 Fathoms and 20 
Miles о Earth. 1 didn't care much for colour 

ess. which 1 felt were garish and more suitable for 


‘en's musicals than terrifying monsters. Besides, the 


ries 1 liked were mostly bloodless and not gory, until 
єт бїт» arrived and everything changed. 1 


ier the fist run of The Curse of Frankenstein, 


mother eagerly took me to, talking all the while 
ia scary monster Frankenstein was, and how 
ih school class had met Boris Karloff backs 
ıd Old Lace on Broadway. Then, with the 
credits of the Hammer film, 1 heard her whisper, 
remember this being in colour..." OT course, Û 
кее» she was disappointed as it dawned on her 
but 1 was terribly excited. Christopher Lee's 
ke-ap 1 remember well, and the horrible pain of being 
4 together without anaesthesia. I went home and 


e make-up as 1 remembered it. Later, | would 


ures from the magazine Famous Monsters of 
bible. And then 1 b 

; as all the monsters, every one! But it is very 
note that my most vivid memories came not 


na litle career of 


ovie theatres but from television. In the mid- 
BC and local stations realized they had cheap. 
х=чгалатип in some of the studios, old movie prints, 


suld rent for a song. So it was King Kong on 


lar Movie on Channel 11 and the 
horrors of the early thirties and the forties 

The Night Show and later on Chiller Theatre, 
y influenced me. 


rom New Jersey! 


For the young Douglas, it seemed natural to want to 
leam how the images onscreen were created, but his 
interest did not meet with parental encouragement, "1 
always wanted to make movies, from the first time 1 saw 
‘one, I believe, And I was an enormously exuberant and 
s by 


talented child, But | was discouraged in such dre 


ту father and to а lesser extent by my mother. In à 
thousand ways they utterly convinced me that it was not 
possible for me to consider working in motion pictures, 
because it was not areal career you could go to school for 
and make money at, or because it cost too much, or 


because 1 had no "connections, without which nobody got 
anywhere, What did 1 think I was, ater all, talented? 
Discouragement, irrationally based, as discourag 


always is, was practically a way of life with my father. 

Nevertheless, by the time he was sixteen, a teen 
MeKeown had made quite a name for himself in the 
locality: "I'd spent seven or ei 


ıt years creating realistic 
monster make-ups, putting on shows, painting huge 
frightening murals in downtown store fronts for 
Halloween, ete. 1 was pretty damned inventive. 1 read in 
Chaney, Sr. had 
employed mortician's wax for both Quasimodo and Erik, 


Famous Monsters, for example, that Lon 


the Phantom, so 1 got on a bus to New Brunswick and 
found the stuff in an old theatrical shop, and melted it 
down with modern nose putty to arrive at the perfect 


blend, more malleable than the putty alone, but not as 


impossibly sticky. From age nine, 1 was sneaking out at 


night in my various guises and by twelve I had already 
terrorized the children in whole neighbourhoods who did 
not know my real identity. These "appearances! got quite 
elaborate!" 


коо 


This early interest in film received is first practical 
boost when a photographer uncle persuaded МСК 
parents to go halves with him on buying the boy a Bolex 
" McKeown 
‘only a photographer would know thatthe Bolex 
was equipped with the sin 
Just what I needed to shoot a dinosaur movie! 
the teen 
make the transition from theatri 
images. The theme of his first film experiment, shot in 
Standard- in 1964, followed in the footsteps of the 
Father of the cine-fantastique, Georges Méliès: a rocket 
recreated in McKeown's 
was of a Tyrannosaurus rex 


le-frame exposure capuci 
At last 
' obsession with horror and sci-fi could 


scares to moving 


е surface of the то 
Му second fi 
crashing through a forest,” he continues, “the prehistoric 

tree was a frozen broccoli stalk that gradually melted 
under the lights and looked like a time-lapse decay from 
The Time Machine when projected. 1 remember labori- 
ously moving the wire-and-latex dinosaur model I had 
made through the miniature set, while my mother, sitting 
there peeling potatoes in a bowl in her lap, clicked the 
shutter after every incremental move, My second 
dinosaur film was with the same model, but moving 


through an improved jungle, intercut with liv 
footage of my youngest brother trying to escape. In the 
final frames he runs into а clearing, where the dinosaur 
overtakes and wolfs him down. 


"This obsession with horror continued into college: “I 
shot two short 16mm films at Emerson College, one. 
called The Dinosaur (1966), that | am still happy with. 
small and simple though it is; the other а lazubrious story 
of madness and incest called Dear Penny (1968). 1 also 
shot filmed sequences for a play production about the 
Donner party (you know, the stranded pioneers who fell 
into cannibalism) that our college took to the Yale 
University drama festival in 1967, The play starred 
Henry Winkler, and 1 guess some of the sequences with 
him represent his film debut. They were well done. 
though I was certainly no technician." 

After graduating from college, McKeown suffered a 
disappointment when his application to study film at the 
prestigious UCLA Graduate School was tumed down. 
Instead, he took a job as an editorial coordinator for 
ABC-TV in New York. The job inch 
commercials into episodes of The Avengers a 


led putting the 
Cas 
the Friendly Ghost. U was less than exciting work: 
1 was frustrated and bored. 1 quit and went back to my 
family's home in New Jersey to re-aroup. 1 had по 
i loans to pay off. I needed a job. 
but I didn't seem to be properly trained for anything 
except possibly teaching, so 1 started as a substitute at 
the high school I had attended only a few years before 
embarked on a te cer’ because | needed а job 
їп alfa year, | was on the faculty. | spent summers 
putting on musicals at a children's camp, where 1 created 
a theatre arts program, 

Living in New Jersey provided little in the way of 
film industry opportunities but, determined not to be 
thrown off the scent, McKeown set up a film society at 
the school where he was teaching, and with the stud 
raised enough money to make а documentary. They wo 

t prize in a New Jersey competition and the film was 

ей on public TV. “1 should add that my inspira 

to teach film came through a correspondence 1 was 
having with Lillian Gish,” MeKeown explains, 

sure 1 was among the enthusiastic young film students i 
the sixties who gave her the idea to start touring with a 
show about her early filmmaking experiences. | bel 

was those lec ı led to her book, The Movies, M: 
Griffith and Me 


‘money and big stu 


and Га 


Enter John Dods and Ted Bohus 


In 1976 McKeown left teaching and moved back to New 
York. It was а period of poverty and struggle for him. 
working as an actor, scenic designer and theatre directo 
the the 


But it was through his persistence working 
that one day, in 1980, the opportunity to make a feature 
film came knoe got a call from John Dods.* He 
had worked for me on a couple of projects, notably 
Shakespeare's The Winter Tale, a spectacular production 
1 

the play. He also did animation for a “House of the Living 
Dead” attraction I designed at an amusement park in 1977. 
Td known him since he was in junior high school; 

made effects in his family’s basement on Rector ие 


iounted in 1973, John crested special visual effects 


Metuchen. 1 knew his older sister from school, and she 
brought me over to see his set-up: model animation on a 


Nightmare-USA 


ce sophisticated scale than 1 had ever come up with in such thing, as far as knew. in the history of motion 


asement, let me tell you! Anyway, he said he had met — pictures, at least after 1916 or so! (Well, maybe briefly in 
ser horror film buf at а convention, named Ted ier sound period, with a position called “dialogue 
and they were interested in having me join them rant you.) 1 would only direct the movie, the 
ıa low-budget film! Simple as that They were ie, and 1 was afraid that would have to be 
w Jersey residents and 1 was now a hona fide reluctantly agreed (as I remember it) and 1 
sving New York theatre type. asked to see а script or a treatment. Ted said, “Ob, we 
McKeown immediately set about writing scenes for те going to make the words up as we went along.’ 1 
wrote the first scene in time for the auditions, — thought, what have / gotten into? But | really, really 
and a couple of dummy ‘wanted to make а film, so 1 said 1 would direct only if 1 
ress projected characters. A lot could also write the serit. I figured that way 1 could 
st ended up in the final script" He pauses: “Final, develop a theme or two and maybe make the characters 
e never was a final script, as it tumed out! more than just functionaries to the special effect. 1 
creen story credit goes to Bohus, ой and certainly had years of experience writing dialogue for 
т, in that order, with McKeown credited as sole projects, and of course had studied writing 
the screenplay. When 1 ask about the co-writing іп college. However, I never considered the amount of 
or story, McKeown laughs: “ work I was setting myself up for, Okay, they said, but 
chuckling at the term "eo-writery, At our first they would have to be equal partners as far as the story 
e 1 realized neither one of them had giver was concerned, Agreed, absolutely! It was their film! And 
that was the way it stayed even tothe final credits. At 
least so far as the writing was concerned. | wrote every 
the ones we had loved in the fifties, about a. word of the dialogue in the principal photography. The 
from space that eats people, Ted said they would могі added by other people to the film were added much 
come on board to ‘direct the actors,” since they — later (including some boring mumbo-jumbo spoken into a 
about acting, but they would direct the film! the end), probabil a year after 
vomentarily taken aback, but 1 said there was по had left the project, as 1 understand it. 


t Came from New Jerse 


Let the Spawning Commence. 


And so, with a tiny budget that McKeown recalls as being 
‘between $25,000 and $28,000, the production was 
underway. started in the autumn of 1980 
‘October or November”) and continued throughout the 
winter and up to early summer of 1981. “We shot basically 
in sequence,” MeKeown explains, "Without knowing how 
the film was going to end! And on weekends only since 
almost everyone had weekday jobs. Except me. I borrowed 
thousands of dollars from a friend to be free trom a job to 
write the scenes as we shot, to have the scenes ready for 
the actors as early in the week before we shot as possible, 
Sometimes they only got hand-written speeches on the 
Saturday morning of the shoot, driving out to New Jersey 
in Kathy's car — she was Ted's girlfriend at the time, and 
she worked very hard as а general dogsbody:" 

McKeown set about writing a story that would be 
practical on the limited budget: "I suggested that we 
he story of a single family to keep it simple and cheap, 
that we don't try to bring in the larger world of, you know, 
military, government, officialdom of any kind - it couldn't 
be remotely convincing on our budget, Besides, didn't 
know about those things personally; 1 only knew what 1 
had seen in the movies (Hitchcock once said he could 
never make a western, for example, since he would not 
have known the price of a loaf of bread). However, 1 did. 
know about а middle-class New Jersey family. I also said 
the whole thing should take place in one twenty-four-hour 
period. One setting, one main action, one day. didn't tell 
the other guys, but thought Aristotle and his dramatic 
tities were just made for a low budget! also decided that 
an easy way to tie everything together without too much 
effort, and since we didn't have a single person charged 
With production design, and also since we had a monster 
called a Spawn that flourished in water, would be that it 
should rain for the entire twenty four hours. 1 envisioned 
the sky clearing only atthe end. This would also provide 
‘general atmosphere, since the surroundings were nor going 
to be a haunted castle, or anything remotely exotic." 

With a setting and time-frame now chosen, MeKeown 
turned to the characters, drawing on his own experiences 
as à movie-addicted youngster. "I went to work on the 
conflict between the two boys, as a set-up for tbe younger 
Kid — а stand-in for me and my childhood, if you hav 
already guessed as much ~to be the hero later, with his 
love of monster movies and flexible imagination, while. 
Pete would be helplessly in denial (probably another 
fragment of me in that trait, as well) I always assumed the 
id would somehow find a way to kill the thing, probably 
by ‘frying ir with electricity or something. Incidentally, 


that's why 1 had him ask in the breakfast scene, "Hey Pete 
how did The Thing from Another World get killed?” A 
savvy audience would know it was ‘cooked’ like a big 
carrot! | followed convention by having two seis of 
"lovers; but neither would be lovers in terms of sexual 
‘content 1 didn't want any sexual content, Ted said from 
the start that we had to get an ^R' rating to put his 
company on the map, and he said he wanted to see "tts. | 
thought that would be gratuitous, not to mention. 
‘embarrassing, out in New Jersey with semi-pros and 
amateurs and their families around — besides, the teens 1 
had in mind were relatively innocent. Ted did force the 
issue and made the poor actress who played the mother 
wear a see-through nightie, However, I said 1 thought 
violence — which could also eam an ^R*— would be quite 
matura, given the nature of the big Spawn, which we had 
all agreed should bea fierce, unstoppable eating machine 
(I know we were thinking of recent films like Alien and. 
Jaws). So 1 said, we will make it violent, grossly violent: 
we'll rip the mother's face off H's ironic that | even 
thought this, since had believed from childhood that suc 
‘gore was revolting and not ‘art’ I always preferred the 
subtler terrors to stomach-churming horror. While 1 was 
proposing these things in the weeks before shooting 
started, John was having me out to his New Brunswick 
apariment building to behold the armature of the Mother 
Spawn he was creating. | was dazzled by his precise work. 
but a litle alarmed at his "identification with the 
creature... There was a moment when | happened to be 
nearby as Dods was crouching next to his mother spawn, 
making some adjustment or other. I believe he was 
unaware he was being overheard. He murmured to it, with 
a certain focus and intensity, and in a slow drawl, "What 
kind of a creature are you?” Itip-toed away! 

The Bernardsvile house where much of the action 
unfolds belonged to Tim and Rita Hildebrandt, parents of 
the film's young star Charles Hildebrandt. McKeown, 
explains, "Ted had hooked up with Tim at one of those 
fi movie conventions, and Tim had, 1 think, agreed to help 
produce the film at that time. He offered his house forthe 
main location, as well as his considerable artistic talent and 
skills, and when 1 came up with the characters of the kid 
and the family, his son Charles joined the cast. They had 
по basement, however. The door in their kitchen opened on 
а stairwell of maybe five steps down to a crew] space. A 
tiny root cellar. So we shot up from that to the silhouette of 
Barb calling “Sam, Sam? but the reverse angle and all the 
basement footage itself was shot at John Dods’s apart 
building down in New Brunswick. He leased it as his 
workshop and studio, so it would now double as our movie 
family's huge basement. Pete's bedroom interior was in. 
another house entirely: it was John Dods's actual 
childhood bedroom on Rector Street in Metuchen, The 
Vegetarian luncheon interior was the house Ted Bohus 
shared with his parents in, I think, Hoboken, New Jersey." 

The first scene to go before the camera was the. 
prologue, in which two doomed campers meet the Spawn: 
(off-camera), “1 think it was Dods who later re-shot most 
‘of this and made it rather flat and trite, I'm afraid. 
MeKeown asserts. "Today, I think he might half agree with 
me. In the original as 1 shot it, the guy attacked in the 
doesn't just do а bloody hand-grasping thing, as the 
camera tracks in to the shaking tent; instead, he suddenly 
gets lung out head-first all shredded and bloody and then 
wrenched back inside at high speed to be consumed with 


Nightmare USA 


и violence. I thought the rushes looked great, leaving 
what the thing looked like to the imagination, yet shaking 
he tent so unnaturally and all, but Dods later re-shot the 
ene. 1 don't know why ~ maybe he just wanted to be a 
rector. But the unintentional jump cut, the silly bloody 
nd reaching ош, these | would never have done. Two 


actually 


nain show the camper: 


oming upon the buming ground surrounding the 


rite. They are too dimly lighted, but still like the 
nergy and excitement in them. 
T tell McKeown that 1 particularly admire the early 


ies of the film for their domestic sleepiness and 
casurable melancholy. "Thanks, I agree! And | was 
scious at the time of trying to 


most exactly what 
know you felt that! 1 
ted to pull the spectators in to th 


ordinariness of life. 1 
ht if I could convince them of that the "impossible 
id become believable. 


The rain outside during these scenes plays a big рап in 

sblishing mood, although it was by no means easy to 

ke it work: "The rain was a big headache, though 1 

ink it was а good idea to have it. Not only did we always 

i to spare а crew member to stand out of camera range 
з garden hose, and we had precious few crew 


mbers to spare- they were basically three or four 


students and one or two local tet 


eve it or not, it never rained, but леке 


nengeney town ordi 


ince against using 


ame from New Jers 


hoses! So we had to be very careful to watch out for the 


police on top of everything else. 1 also had to instruct the 


crew member each time in the correct angles of rainfall 
and sc 


th, What we really needed was a rain-wrangler! 
In the shot out the kitchen window at the end of the 
breakfast scene, 


the little tee outside is being shaken so 
violently it looks like a hurricane, But | couldn't pay 
attention to that since 1 had to operate the camera for that 
shot! The cinematographer of the day (our credited DP. 
didn't always show up) said it was an impossible shot to 


he said he would have to scrunch up under a cabinet 
оп the counter, and he couldn't do it. So, it fell to me, and 


1 hand-held it. At the end of the film there is a high-angi 
panning shot when Millie runs into the yard to find 
Charles in shock with a medic (played by Tim, his father), 
and the DP of the day would not go on the roof of the 


garage to shoot it, so 1 did that shot too, as well as a high 
angle from а van in the front yard in that sequence 
amazing how many people are afraid of eights, isn't it? 
When I wanted a shot, Ї wanted a shot. 1 kept saying that it 
couldn't be shot any offer way, and that was the truth once 
Thad envisioned it a certain way 

McKeown was full of admiration forthe work at 
which John D n and 
эре The monsters were marvellous. 1 was 
terribly excited when Dods and Bohus ag 


excelled, namely creature desig 


al effects: 


initially that we should try to do as much effects work in 
the frame with the actors as possible, since this challenge 
was rarely if ever taken up by Hollywood. 1 had in mind 


the nearly impossible-o-achieve shot in Jawy when Roy 


Mom (Elsa Noll 


A pasang eciam s 


Seres of mages om те vegan unchoon 


Scheider is throwing out chum and the shark surfaces 
behind him. I mean, ean you imagine how hard it was to 
frame that so tightly, while moving in а fast boat, and have 
й work? I admire that so much. And I'm not even а 
Spielberg fan. A lazy cut-in, ог ‘fixing it in post, are 
Hollywood methods. I believe audiences know when they 
soe a cut-in that whatever they are seeing 


happening, so the energy just drains out of so many scenes 
in other movies. 

‘One of Dods's most imaginative and innovative ideas 
involved the early, "mudskipper п 
Spawn, seen swimming around in the waterlogged cella. 
"This was John Dods at his most brilliant.” agrees 
McKeown, 
this effect almost literally overnight. Like all genius ideas, 

ly simple. Like, ‘why didn’t think ofthat?” 
simple, Maybe he stole И from someplace, but 1 think he 


nifestations of the 


1 came in one moming and he had invented 


just invented it. He had a shallow box made, about eight 
feet by four fee and filled it with no more than a few 
inches of water. In this he inserted а plywood sheet in 
which narrow squiggling pathways had been cut out with a 
Jigsaw. This panel lay flat just below the surface of th 
shallow pool. Little spawn, made of flexible foam 
‘over metal armatures, were attached by a tiny stud through 
to the underside of the plywood in each of the pathways. It 
was as if each had a cufllink on its ventral side, The 
camera framed out the sides of the big shallow box, as 
well as the crew members who stood at one end and pulled 
а fishline attached to the front of each spawn. The little 
flexible bodies, submerged exactly halfway into the 
shallow water, merely traced the course pre-cut in the 
plywood, as they were pulled from one end of the box to 
the other. Voila! They appeared to be swimming 

The film benefits not only from Dods's dedi 
his creatures but also from the focus the mainly young cast 
bring to their roles. Had they been wooden or exaggerated, 
or drama-school precocious, it would have been the kiss of 
‘death: instead they help to assert the Film's careful plausi 
bility, despite a most implausible threat. McKeown agrees: 

а respect 

for them, working tirelessly and not complaining, and for. 


^ liked that cast of actors very much and had ge 


по money! Your praise for them makes me feel justified in 


my contribution, in the high energy I brought to the set 
energy and seriousness that were not always welcomed by 
the producer, I have to say, nor very often by the effects 


director. Only the actors seemed to appreciate these thi 
Ted and John often mistook seriousness of purpose for bad 
vibes, I think, They didn't thrive on tension, so they tri 


to undercut it with joking and distracting silliness. Once, 1 


actually snapped at Dods and the crew when when one of 
the actresses was about to scream her head off for a POV 
through the monster's teeth, and they were making joke: 
and not realizing how hard it was for her to concentrate. | 
think I said something like, “She's the one being seen up 
there on the screen, so shut up!" If 1 didn't say it, 1 said 
something ike it, and 1 know she was grateful. The act 
who played Pete was Tom De Franco, a 

was very, very good. He worked seriously and hard, and 
never complained. Except once, when | stupidly filled in 
fora miss 


actor in his close-up and we kept having to 


do re-takes, Finally he said, “Doug, how would you feel 
having to play the scene with your director? I was 
instantly humbled and apologetic. 1 had been the cause of 
his discomfort, though totally unwittingly. 1 really like the 
way he did the physical stunts himself, and Tom made 

rip off the 
tongue. 1 honestly don't know what he later did, though I 
believe he continued acting. 

‘One decision that could have backfired horribly was 
make an untrained youngster, Charles Hildebrandt, the 
primary human focus of the narrative, McKeown says, “He 
took direction very well, like Tom, because he took the 
film seriously and trusted me. 1 gave him lines to 
memorise, and 1 also provided him with subtextual 
thinking, filling in beats that a professional 
ordinarily do himself, and Charles grasped the whole deal 
effortlessly. 1 especially like him at the breakfast table with 
its carefully rehearsed overlapped dialogue, and in the 
psychounalysis* scene. He was just thirteen 1 think, maybe 
But Dods later added a 
great deal of footage with Charles in the basement with the 
Mother Spawn, after he had begun to shoot inserts, ec. up 

nk that material works as 
Charles certainly performs bravely 
Charles told me Dods would 
yell at him directions like, "Look more scared! You don't 
saw Charles in February of 2004 
when we got together to record an audio commentary 
for the DVD. This was a coup for Don Мау Lam told, 
because apparently, with the lower budget f 
principal artists generally ll end up never speaking to 
each other again! Charles never was interested in acting. 
and is now а successful entertainment lawyer living in 
‘Washington, DC 

їп scenes that pre 
like Wes Craven's Scream, McKeown decided to include 3 
number of exchanges, betwee 
about monster movies and their effects on those who watch 


some nearly unspeakable lines of dialogue 


tor would. 


under the 


look scared enough 


ır discussions in movies 


Charles and the others, 


them: this was, as McKeown says, "to saturate the 


monster scenes with interest: irony, visuals, clues It was 
also to pay off Ister when the boy's fantasy-world 
‘obsession leads to the shrewd deployment of a WSD — а 
Weapon of Spawn Destruction! He knows monsters, so 
he's ready. Pete doesn’t believe in monsters, so he's not, 
He won't even be able to save bis girlfriend. And it's not 
that Pete isn't strong, brave and true; he's just paralyzed b 
a rigid paradigm that Charles does not hold. 


Nightmare USA 


Among the adult cast, John Schmerling played the. 

mildly patronizing psychoanalyst uncle (says McKeown: 
He was an actor from the Jean Cocteau Repertory 

he later 

а in my stage musical version of 


ıpany I was associated with in New York 
and played a vill 
he Count of Monte Cristo, which 1 directed and 
lesigned"), and Ethel Michelson played the sweetly 
ic Aunt Millie (“She simply came to us in 
vedienne 1 had wanted, 
med down the рап, 1 found her to be quirky, and New 
sey-like, and 1 wanted Millie to be funny. She was a 
ice lady, and I seem to recall, she was coming back to 
). James Brewster, who 
the father, was actually around the same age as his 


audition when another actress, а co 


«tig from a hiatus of some kind 


son’ Tom De Franco: I tried to make him up to look 
дег laughs McKeown, 
ok hung over" 


‘but think 1 only made him 


Ratatouille? 


а film with so many wonderful scenes, t is still, when 
's said and done, quite easy to choose the best. The 
etarian luncheon that goes horribly wrong must 
be one of the funniest scenes in a horror picture. I asked 
McKeown what he remembered about shooting this classic 
ment in monster movie history. 


1 remember ай of it! My favourite sequence in the 
Dods and I were in complete 
is really two scenes, the prepara- 


cement about the 


we of the sequence ( 
with Millie and Bunny, and the actual luncheon), Не 
was rather more prepared with effects for the two shooting 


cessions (on two successive Saturdays as 1 recall) than at 


€ other times. Plus, 1 got enough concessions on 
effects in shot with the actors that I accepted his 
re that he be allowed to do a lot later as inserts. 
included the food processor gag, which I remember as 


s originally. 1 wish 1 had been called in for those 

se-ups. Especially the suspenseful one: 1 would have 
Dods move that baby spawn faster, or in the final 

have cut the shot’s duration in half, maybe more, and I 


4 have made them put more slime on the spawn!! But 


а crowd-pleaser, and 1 am told it was stolen later for a 
called Gremlins, though 1 never saw that. I especially 

joycd the cast of the luncheon scene, since three of the 

lcs were personal friends, "Hilde and "Nibbs" were 

cene Kenley and Diane Stevens, а comedy team I wrote 

directed at the time — they played nightclubs in 

sek — and *Ju-Ju' was Dr. Madeline Charanis, who 

sen my French teacher in high school and later my 

She was the wife of a distinguished Byzantine 

ar from Rutgers University in New Brunswick. We all 
sat deal of fun! "Bunnie" was Judith Mayes, a 

cess who had played the maid in an О-О 

School for Wives in 
some years before. Her 


sway production of Molière 
1 had played Amolphe 
crsonal style was that of a ready-made ‘character’ 
Î thought would help put over the speech about 
peace-loving gorillas, She was quite game and without 
sity as the finished film I think shows. My favourite bit 
шу be Madeline hammering at spawns with her shoe as 


II flce the house, а crew m 


praying у 
2) food bit was really just a Hitchcockian touch: 
was fond of food gags, like the supper scene in Frenzy 


c Royce Landis putting out her cigarete in an egg 


ame from New Jersey! 


yolk in To Catch a Thief also loved when Millie 
med and tossed the baby spawn and Dods later 
inserted the picture frame exposing the spawns on the wall 
behind it, like cockroaches. All of this was planned and. 
storyboarded in advance, of course, as was ай of the 
principal photography, else we could never have shot such. 
tight sequences on no budget, The DP was rarely happy 
that 1 had pre-planned so carefully the angles and. 
it Left him little to do but light and shoot. 
And he knew almost nothing about lighting! He was 
probably hire 
lights. I also remember Kathy having to come up with 
nd Madeline 
herself making the centrepiece, using an aubergine (except 
she gave it whiskers, so it looks like а baby seal!) And 
Darlene (Hilde, spelt Hildey in the film) came up with a 
They're Swedish soy 
balls," to which she added, "You can freeze them, you 


because he owned the camera and the 


green sauce and brown rice for the scene, 


nice line after the one I had written: 


know." I remember we had to take care not to stain Ted's 
parents’ furniture with the fake blood, so on the couch in 
опе shot the pool of blood is a piece of red latex! 


Post-Production and Fall-Out... 


Throughout principal photography, tensions had been 
mounting between McKeown and John Dods, and when it 
came time to physically inte 

dramatic context, with the actors present and the clock 
ticking, sparks began to fly: “I shot quickly.” McKeown 
explains, “and 1 expected that the effects planned in 
advance would be up and ready on time, always allowing, 


of course, for the inevitable ш 
{ast in action sequences to keep the actors and crew ‘up’ 
lo match energy. This is critical when scenes are shot in 


lanned problems. 1 work 


pieces; they don't mesh together well later if the energies 
don't match, And I always knew how they were to be 
edited; that's why I shot so litle coverage. But Dods 
always wanted to take it slow whenever his monsters were 
їп the shot. He usually said at the last minute that he 
needed more time, and when I refused to postpone, 

because the actors were on call, Ted would have to step in 
and insist that we improvise and proceed. I know this 
really upset Dods, but what was I to do? 1 had the cast for 
only a short time, and 1 knew the opportunity to work with 
то last. Dods se 

which would have been fine, by 


them (for fi id to have 
no grasp of any of this 

which 1 mean he was focused on effects. But he had 
grander ideas, 1 think. He saw this as an effects film, a 
Dads film, the way Jason and the Argonauts is a 


Harryhausen film. My calling out directions to move the 
monster faster or more aggressively, or in some fashion he 
вай not anticipated, 
everyone, really began to irk him, and he bridled more 
than once. I remember he absolutely refused to brir 

thing upstairs behind Kathy to tear ber blouse, said it 


ght there on the set in front of 


wouldn't look right, what 1 was asking 
he'd do it later as an inser, ete, But 1 remember really 
putting my foot down on that one and insisting. Luckily 
Ted persuaded him, saying it was only one shot, he'd help 
move it himself, not to worry, But 1 think the real problem 
was basicaly that Dods thought of the Mother Spawn as 
the protagonist 


was not possible, 


she was the star, the opera diva, to him. 
Plus, it was him, in a way. He was "playing" the monster, 
and I don't think he could appreciate the emphasis I was 
placing on the human characters." 


Science-fiction film 
Bestelnummer 459 


Towards the end of shooting. the storm finally broke. 
Very late in principal photography, virtually t the end, in 
fact (I think we were up to the tti sequence), he called 
те at home late at night, and in a low, affecless voice, 
said he wanted Чо direc the film”. was spe 
again? 1 had just directed it. What did he mean? He merely 


bless. Come 


repeated that he wanted to direct it. It was a weird call. 1 
now realise it must have been a very difficult call for him 
10 make. 


Ted Bohus had so far been acting as mediator betwee 
the two men, but at this point he chose to side with Dod, 
and McKeown was removed from the picture: “In Ted's 

mind, 1 think, The Deadly Spawn was his film, and if he 


shared it with anyone, И was with Dods. 1 slaved ov 
didn't. Contracts really didn't mean 
a lot. I signed one, but Ted never signed a copy of it. 1 had 
had my lawyer look it over and he 

clarifying language, no substantive changes at all. Wel, 


as if owned it, bu 


d suggested some 


Ted said he would have to take those changes under 


consideration. Every time I asked about it, he put me off 
lay and night on the 
film, and had no energy left over for polities or negotia- 


and in the meantime, 1 was workin 


ions, Seems naive now, but 1 wanted badly to work, and 
didn't want to jeopardise tha. Then, after Dods 
to direct, he told Ted he might consider leaving the film 
before it was finished, complained about my directing and 
delivered a 'him-orsme" ultimatum — Ted must have 

me out, ог at least downsize my partici 
pation, (Twenty three years on, Dods sent me a copy of 
the ultimatum letter he had sent Ted in 1981, and 


itchy 


decided to а 


expressed his regret for having written it.) I remember in 
опе frosty phone call, Ted suggested 1 would not be 
turned away ИТ wished to continue to come ош to watch 
them film the effects and even look on as they began the 
editing process in New Brunswick, but 1 would certainly 
nsportation, ete, At that point, 1 
жаз pretty demoralised. Besides, 1 owed a lot of money 
and I was without a job. Couldn't have afforded to pay for 
=n if I hadn't minded being 
unwelcome on the film that 1 had just written and 


have to pay for my own 


daily transportation e 


directed! Major bummer, as you can imagine. There was 
another factor, one that I now think was blown out of 
proportion by Bohus to help him justify ending my partic 
ipation, There had been a stranger on the set during 

the all-night atic filming sessions. An older lady phot 
rapher from a local Jersey paper. | was never introduced 
to her, but 1 saw her taking pictures and was mildly 


irritated, since it was а little disruptive. We had way too 
much to get done that night and everyone was already 
tired and cranky: 1 was trying to move things along. 
Suddenly Ted announced we would "break and he would 
take everyone out for pizza or something. | was 
speechless. 1 hadn't slept in а couple of nights, but | was 
so ready to work, and 1 felt we could get it all done if we 
pushed. Now, everything sagged and dropped, and 1 was 
very discouraged and angry. They all took off 1 sat 


outside on the porch smoking a cigarette and had a casual 
conversation with the lady photographer. 1 don't 
remember our conversation, but she seemed like а nice 
lady. Well, I'm sure you are ahead of me! Seems there 
was consequently а piece in that local paper about a 

feud’ on the set between producer and director. Quoting 
те. The "photographe 

article, but Ted accused me of trying to undermine his 
film. 1 was flabbergasted and protested that it was my film 
тоо and why would 1 undermine it? 1 guessed he must 


7 was a reporter! 1 never saw th 


have just assumed that's the way everyone behaves 
McKeown 
"The phone calls 1 got from these 


pauses, adding ruefully 
two guys were too much. I had this crazy idea they should 


off their noses to spite their own faces 


be grateful for my contributions. 
Whatever the ultimatum Dods threw at the producer 
this complete breakdown of working relations appears to 
have been handled poorly by Bohus, who allowed Dods to 
dictate an ungrateful and bitterly unfair treatment of the 
director. Absorbed in the nitty-gritty of the production, 
director and designer filed to take time out for reasoned 
communication, ut such considerations could and should 


Nightmare USA 


have been taken on board by the producer, McKeown's 
shoot it fast and gimme the monsters style may have 
chafed the pride and obsessiveness of the Spawn's creator, 
but it's unusual for a producer to side with someone intent 
en gobbling up financial resources against the one man 
who's trying to keep the budget on track. If, as it proved, 
abere was more money available for effects reshoots and 
inserts, there's no reason why McKeown couldn't have 
been made aware of this and kept in the loop. To fire a 
director on the eve of completion, when he's fought to 
bring your movie in within the budget and on time, then 
neglect to inform him of the film's eventual release, is 
shabby treatment indeed. "I was no longer communicated 
with after the early summer of 1981," McKeown sighs, 
“and only learned of the finished film's release in April of 
1983, when 1 saw the advert in the New York Times! 1 
know John Dods took months after we finished what | 
would call principal photography" to plan and set up 
some of the most beautifully photographed shots in the 
fim. Almost the entire Charles-meets-Mother-Spawn 
basement sequence was Dods's work, for example, and to 
ту eye, Charles looks to be at least a year older. I ended 
ар owing a lot of money. | tried to get а free poster after 
the picture opened — had to fight for it at some shabby 
office in mid-town. Kept saying indignantly to a snooty 
Jody, But directed it!" finally got one. 1 only saw the 
completed film at its opening night. 1 almost missed the 
evening entirely because 1 had to work late at a restaurant! 
{arrived with four or five friends for moral support. 1 was 
anxious: remember, 1 had thought this movie would never 
be completed because no one had contacted me in almost 
two years! So I assumed that if there ever was a finished 
product iı would be messy and confused at best, 
coherent at worst, While it was never exactly the latter, 
often was the former. I had a brief reunion with Tim 
Hildebrandt and kind of waved at Ted Bohus and John. 
Dods, but had no real conversation with anyone, except 
e editor, whom I had never met before. I remember he 
Sas amazed to learn 1 possessed the actual shooting script. 
There was a shooting script? Nobody told me that!” Said 
be wished he had known. He was full of compliments 
about the ease with which the pieces had fit together, but 
syed as hell there was so little coverage — he said 1 
barely left room at the tail of a scene for it to finish before 
iling ‘et’. Well, he was right to be annoyed, but 1 
East wanted anyone messing with the timing. 
So 1 called "cur! pretty much where it would splice 
iher later. The only scene Г got to edit myself was an 
riy one: the mother going down to the basement looking 
» and getting attacked. We took that sequence to a 
convention shortly after | assembled it, to drum up. 
goblicity, and it remained ín the finished film just as 1 cur 
5 (with of course many trite additional shots of blood 
spatiering and too much swinging light bulb, tacked on 
later by others. Beautifully lit, of course, since Dods had 
кәй ай the time in the world without actors around). Up 
until the moment Ted effectively took the film away from 
me, be had planned to rent a Steenbeck editing table and 
gût it in my apartment so I could assemble all the footage 
shot up to that point, with slugs where the cutin effects 
would go. 1 was the only one holding the complete 
shooting script, which I had written week by week with 
ibe editing in mind, so it made sense. But no one even 
экей for it later on, No wonder I always assumed the 
picture would never come out!” 


It Came from New Jersey! 


The Unseen Deadly Spawn: Douglas MeKeown's cut 


After McKeown was elbowed out, John Dods and Ted Bohus 
ook creative decisions that flew in the face of MeKeown's 
‘rio intentions. 1 asked him to explain where he thinks key 
mistakes were made once the movie was taken away from 
him: the following comments help us to visualise 
MeKeown's intended ent. 

*Opening scenes: “The effects shot of the meteor shoot- 
ng down appears to happen in daylight (and it is followed 
immediately by the campers hearing the crash in the dead of 
‘ight. I looks like, at best, day-fornight, and why shoot a 
studio model in day-fornight!? And then the establishing 
shot of the house = at dawn during a rainstorm!!! — shows а. 
чапу sky with crickets chirping and a dog barking! So 
ridiculous. (Though 1 adore the model work, technically) 

"First basement scene: “Here was the Mother Spawn in 
the basement as cut it, but there are wrong inserts 
suddenly: the cut-ins of the drain that both the father and 
mother see are stupid and confusing, blood when there 
shouldn't be blood. no blood when there should be; then the 
shots following that face-ripping shot we so carefully created 
include these overlong clichés of failing hands and swinging 
light bulb and blood spattering on walls (and one red-filtered 
close-up of "Barb screaming that should not be there). 
Actions missing. There is no shot ofthe spawn actually 
biting oT the ringed finger, for example! The finger is 
suddenly just there on the floor (in a beautifully. lovingly 
photographed close-up). Simply for continuity, we needed a 
shot, опе quick horrific shot inserted of the spawn rearing its 
head back like a croc and gulping the forearm, snapping 
down, and perhaps another quick one of the finger ying, 
but instead = nothing? And suddenly the open mouth is 
empty and coming after Barb.” 

* Missing characterisation: “The first love! scene. 
between Pete and Ellen is also gone (their best-acted scene!), 
rendering some of their subsequent dialogue confusing. Dods 
told me when 1 saw him in 2004 that they deliberately 
trashed the scene because ‘the movie would have been t00 
long. I did not reply that among sequences he added 1 could 
easily have trimmed about five minutes! I'm thinking in 
particular about the extended Charles-in-busement sequence. 

Missing plot: “A whole bit that Dods and 1 had talked 
bout at some length, showing that the spawns regenerate in 
ап "impossible way, а kind of “biological fallacy," devouring 
portions of their own corpuses, was simply dropped, no 
effets created to show this as we had discussed: but а slow 
track into the kitchen sink, where we were actually to see this 
process (later causing the kids to rush excitedly downstairs to 
show Uncle Herb), among other elements created with this in 
mind, remained as shot. 1t puzzled the audience, I think, orat 
least the people I was with 

*The vegetarian luncheon scene: "Dods added shots of 
spawn chewing on vegetable matter. He apparently thought 
this amusing, but it's wrong. The spawns like water and 
flesh... period. Having them chewing celery or parsley 
undercuts the irony of the vegetarian luncheon scene, There 
are so many examples of things like that that made me wince 
at the opening night on Broadway in 1983. However, there 
were also additions that delighted and surprised me. For 
example, someone wrote a clarifying voice-over 10 a shot of 
luncheon, "I've added something new this time." Also, 
back in the kitchen breakfast scene, the radio weather 
reporter ends with, "rs going to be а really bad day." I did 
mot write those lines, but 1 wish I had! 


Behind he scenes a few ot 
sean те толе apa 


= 
Men teeth and pret gris: wt сола 
oo wg 


*The discovery of the spawn-riddled corpse of Uncle 
Herb: "Those reverse angle elects shots of Uncle Herb. 
being eaten up last too long (they were created after 1 left) 
‘Compare the duration with the shots leading up to and away 
from it, the action shots I did shoot, with the kids rushing in. 
spawns threatening at the edges of the fame, and the close 
up of them kicking back spawns in trying to close the sliding 
door, just before Mother Spawn makes her appearance in the 
kitchen. Starling and over-the-top as the Uncle Herb effets 
are, the duration should have been much less, maybe half the 
time. We sce too much, enough for the scariness o seep ош, 

"Ellen demise: “I really could go on and on. Don't 
‘even get me started on the sequence of “effects” shots Dods 
did to cover Ellen's demise! The actress actually looks 
resentful instead of terrified in the very bad POV shot of her 
suddenly just sitting on the floor waiting to get her head 
bitten off 

“The ending: “This had me feeling most ambivalent. The 
idea I'd had for it was unsatisfactory, but thought we would 
know how to make it work when the time came. Anyway, 1 
now think the idea 1 had was "soft and slightly dull. You 
тау remember Charles is assisted into the parol car at the 
end of the Final sequence and sits stupefid ín the buck seat. 
This whole shot was in the initial screening. From that point, 
1 had proposed: Camera tracks in to the open cruiser 
‘window, Charles, now Іей alone їп the back seat, blinks and 
jerks his head, as if jolted ош of shock for a moment, and 
then anxiously leans his head ош the window and looks up. 
scarchingly The camera cranes slowly up, and then up and 
up, past the extras zapping spawns and the police and 
flashing lights, and up ай the way to the edge of the Earth's 
atmosphere, where the blue gradually becomes black and 
star-studded. Zip! Zip! Zing! Suddenly these meteors scream. 
past the lens, first а few and then a gazillion in a fiery 
shower... The End, Well, hat "ending" thrilled no one, rightly 
so, never got filmed of course, and instead there is a pi 
film I immediately recognised as the camera rolling after 
"cura long shot from the same angle as before the one 
wherein Pete was being led tail-away to an ambulance (this 
reverse angle was shot far away from the actual bous 
some development) = but there are no actors in the shot, only 
crew! Apparently, the DP, unbeknownst to me, had shot 


footage ofthe crew packing up, and now it was in the film! 1 
guess the editor used every exta bit he could lay his hands 
оп. The very last shot they came up with surprised me. Nor 
entirely unpleasanly, although it was a bit of a cartoon. 
Well, the movie can't be taken too seriously, I suppose, and 
the final shot isa pay off, in a way 

McKeown finally breaks off and laughs: "Am 1 
whining? Maybe 1 was just too dam fastidious, but it's 
attention to details like these that engages me asa 
filmmaker, even as a spectator of other people's 
Putting aside his grievances, though, McKeown admits, 
"There were lines of dialogue, added by others, that really 
help the film, and careful photography by Dods — again, 
technically excellent ~ that 1 simply couldn't get during the 
‘months 1 shot live action with other DPs. These things were 
а pleasure to sce on the big screen even if the dramatic 
content dismayed me. In general, the editor did a noble job 
‘of making sense of the jigsaw puzzle, but many pieces are 
placed nowhere near where I foresaw them in my editing 
plan, so 1 was bothered almost every other shot it was hard 
1o enjoy the film story unfolding with these constant jolts. 1 
was pleasantly surprised at how well some of the 
scenes/shots worked, but 1 cringed, actually slumped down 
in my seat during others, The worst part was knowing that 
there was this bad stuff didn't do, No, even worse perhaps. 
was knowing that some of the bad stuff did do. But no: 
maybe. 
didnt do" 


ren worse than thal, some of the really good stuff I 


Looking Back 


Although MeKeown's experiences at the time left him 
bruised, angry and disappointed, he has always remained 
willing to acknowledge the work of his colleagues. "I 
certainly don't mean to suggest that the other two guys 
weren't absolutely committed to the film." he stresses, "John 
Dods came up with some amazing effects on practically по 
budget at ай, and Ted held the whole thing together and dea! 
with logistics that would be daunting for anyone. When it all 
worked ош, it was more fun than 1 can say! I always loved 
work more than anything: eating or sleeping or even sex! 
well, to be frank, maybe just as much as and when it paid 
‘off as for example in the vegetarian luncheon scene, 1 felt 
‘even at the time that we were making something quite 
special, something original. | suppose it should he clar by 
now that love movie-making and would do nothing else if 1 
‘could I had the same intense passion when I shot my first 
Smm footage in the early sixties as I had the last time 1 
worked in video, and every time in between, The Deadly 
Spawn, with all is attend 
rancours and discouragements, was по different. Not only 
could 1 not wait to get to work every moming. 1 barely 
wanted to goto sleep the night before. (Still writing and 
sketching!) I suppose the most rewarding part was watching 
the dailies and seeing what | wanted to get, or maybe 
something better than I expected, suddenly on the screen. 
My intrepid actors were amazing, considering the conditions 
"ander which they laboured. I ean very easily wax nostalgie 
Tor those carly Saturday moming meetings with sleepy-eyed 
actors at the Camelot Coffee Shop on the comer of Sth 
Avenue and 45th Street, where we had coffee and breakfast 
and went over lines before the car picked us up and drove us 
ло New Jersey. OF course the rehearsal process on any 
project is terribly exciting, always. But I was directing my 
‘own script from ideas hammered out maybe only days or 


craziness and obstacles, 


Nightmare USA 


re! I remember doing script breakdowns here in 
s Square apartment late at night, sketching my 


cekend, 1 remember geting to the Bernardsville 
ing around removing all the tcholchkes and 
which Rita Hildebrandt decorated her home 
pulled things off shelves and walls, "ГЇЇ never 
ting goes to put them back, and Rita 
bits of 


i^ remember | did try to put some 
culptures around in ramings just to keep 
cing empty, but they really don't read in the 


principal photography was fairly murky. Also, 1 
the fabulous feeling. early on in the production, of 
well with 


ods to integrate his home-made effects 


Vome-made drama. I always had enormous resp 


nd I've tried not to dwell since on the differ 
е ambition only and 


at made us part later on. 1 had or 


put on a good show. 1 really wasn't interested in 


Life After Spawn 


is over completion of The Deadly 

or personally out of pocket, he returned 

ne much needed paying work: "Aller 
ih WS. Gilbert at 


sd a set for An Evening 


ту Lane Theatre (adapted from his actual study at 


directed The Witch of Edmonton, The 
had been 
occasional parts on soap operas). Then I went on a 


mbeline. I did а bit more actin 


tus from theatre. Around this time, I wrote several 


wels — ghost-wrote them for а former student. The 


е credit but at least 1 got paid. Shortly after 
пу parents to cancer (in their fifties), and my life 
тет! course: | began to look into the dynamics of 
family system and the resulting trauma to 
л. Specifically, alcoholism. I spent many years 
about this 


ldhood wounds, 


pic long the way, all during а period in the lute 


when the whole country, it seems, was caught up in 


il groups of people I met who wanted to get on with 
s and rid themselves of demons that had ether held 
X or made monsters out of them (real monsters), 1 
great many amazing true stories. Fiction could not 


te. 1 even came to think that an unconscious el 


ory for Deadly Spawn was the insidious disease of 


ic my father saw The Deadly Spawn in a New Jersey 
ly about two months before he died. My mother 
is took me in 


a family, beginning with the parents. Even. 


cen months later These lite insi 


anding of my own remarkable survival instincts as 


4, acting out the horrors that remained hidden from the 


amily and community. I was a child who did n 


repress his feelings the way so many people do, but 

it theatrically. I think this may have saved me 
‘or drug addiction myself. I played at addiction, 
şed it out, transforming myself into Mr. Hyde (the 


son novel reads like the story of a dope fiend), or t 


Wolfman (Larry Talbot always cries, Ч can’t help myself 


ıd wants to die) and t 


it enough to not ‘shut down’ as others do in such 


orto act out” for real, and end up on skid row = or 


ame from New Jersey! 


THE DEADLY SPAWN 


EATING MACHINE 


For MeKeown, though, a temptation to return to the 


a video camera and made home movies or short docur 
aries of artists, and so forth. 1 didn't attempt to contact 
anybody in the film business, didn't really know anyone 
anyway, and the subjects | was interested in would not do 


teaching, tutoring immigrants in Los Angeles count 


California — some wonderful souls and memories — a lot of 


small art projects, 1 lived my lie! 1 did contribute scenes to 
а film in 1996. 1 loved the idea of the script. It was called 
The Watermelon Woman (dir: Cheryl Dunye], and it was 


about а young woman who works in a video store, sees 


some (faux) old movies of the thirties and forties and falls 
in love with, becomes obsessed by, an old-time movie 


actress, a bl in the 


k woman who never even got billin 


credits at ай or was simply referred to as “The Watermelon 


The film was being written and directed by a very 


filmmaker, and had managed to get a grant from the 
National Endowment for the Arts. Her lover, a teacher 
and I called her up 


and said they needed me to film the fake thirties film 


media at a local college, was produci 


scenes the character watches, 1 had a hard time convin 


ber shot a test in black and white video, finding th 


location myself, and putting a friend in costume. When 1 
screened it for the filmmakers, they thought it was 
research, that it was an actual old film! So I ended up being 


asked to co-write and direct the two scenes. One of the heaven help me — musicals again. I'm fairly content on thi 


scenes came off okay. in spite of the short shrift 1 got side of the foolligts. But if somebody asked me, well 
technically. И was а ‘plantation’ scene, and Lam proud of thut might be a different matter! 

some of that. But I received no credit on the final film (like McKeown's career has taken so varied a route over 
the Watermelon Woman herself). И wasn't very well dane years that we can no longer think of bim primarily as a 


otherwise, I'm af 
These days Doug MeKeown runs a storytelling 


bur 1 still think it was a great idea.” filmmaker, And yet The Deadly Spawn continues to 
guarantee him the admiration of horror fans the world over 


workshop, Queer Stories, based at New York's Gay & ils а shame that his experiences making the movie were 
Lesbian Center in Greenwich Village: “Most of the panici- — ultimately so distressing, but at least now we can 

pants consider themselves writers of some sort or other, understand what happened and attribute credit where credit 
but only a few of them have theatrical experience (outside is most certainly due, McKeown is listed as director on the 


‘of the public performances they give with us), "Queer print: and yet, at times, others involved with the production 
actually refers to both senses of the word, the stories are have given а different impression. As recently as 2004, 1 
told from the point of view of the gay sensibility, however offered a piece on Doug McKeown and The Deadly Spa 


опе wants to define that. 1 have run the workshop for about 10 а respected horror film magazine, to be met with a 


eight years now" He has edited а book of stories, called puzzled. "But that’s directed by Ted Bohus!“ John Dods's 
Queer Stories for Boys, drawn from the talent encouraged monsters are truly amazing, but let no-one be under any 
by his workshop. “Му own stories are queer, but more in illusions: films don’t direct themselves, and there are 
the old sense of the word," he says, “but all of the stories plenty of great monsters languishing in lousy films. ОГ 
are true, with the elements of both surprise and course John Dods's creations are a knockout, but The 


inevitability that true stories convey, We don't do fiction. Deadly Spawn is an exciting: compelling fiction, not just an 
I'm pursuing the idea of expanding our public performanc ind that's thanks to Douglas McKeown, 
style into something a tad more theatrical, without losing 


effects movie, 


(My own stories are almost all about being 


Мекасне л 1980, looking the spontanei 
IRA monster in New Jersey from the age of nine to the age of 

about fifteen.) 
most people think of as theatre, fictional drama or — 


'm still reluctant to involve myself in what 


trilogy of these was published in Qu 
Mouth Press, 2004) 


2 Tom De Franso went on to appear in Joseph Еос comi 


age drama Joey, the sci-fi actioner Allen Nation, and Dav 


Саи Dr. Alien. 


э Call Brice роб at tbe time: 
4 President of Synapse Films: 


S Dunyé directed six short films before The Watermelon Wi 


DOUGLAS MCKEOWN: FILMOGRAPHY AS DIRECTOR 


United (8m short: a vip 1o the moon) 
Untied (8m short dinosaur Tim) 

The Dinosaur (18mm short) 

Dear Panny (16mm shor) 

The Deadly Spann aka eum of tho Alens: The 
Deady Spawn aka Relum of the lens Doody 
‘Spawn aka The Dead Spawn: Ealing Machine. 


OTHER CREDITS: 

1867 Donner (stage play ih nad sequences 
dreciorianemalogrape!) 

1975. By Cycle (documentary, advisorico-wrteridrecior, 
ме students) 

1998 The Името Woman — de. Chery Dunye 
recor of fim inser) 


chapter 5 


Let's Play Nasty 


The Films of Don Jones 


Abducted (1973) 


ue (Lynn Ross), a pretty young redhead, is stranded on 

the freeway after her ear breaks down. A good-looking, 
sofl-spoken man called Frank Barrows (Gary Kent) pulls 
‘over and offers to drive her to the nearest garage. Once on 
the road, friendly Frank becomes tacitum, and worse still 
his retarded brother John (John Stoglin) pops up from the 
Pack seat. Sue leaps from the car as it waits at a railway 
crossing, but the train blocks her escape and she's bundled 
ck in. Once at the brothers isolated house, she's thrown 
the cellar, where she finds two more girls, Ginger 

Suzanne Lund) and Stevie (T.R. Blackbur), already 
imprisoned. Stevie is delirious with pneumonia, but wams 
the new arrival, “Wait "il you meet Momma, then you'll be 
коту you came here.” Sue wastes no time and bravely 
makes a run for it, but she's shot down by Frank before she 
сап reach the highway. 
John comes down to the cellar and insists on playing a 
‘game of doctors and nurses. After he assaults Ginger with 
а hypodermic needle, she tries to sweet-talk Frank into 
Jetting her go, but instead he rapes her. Afterwards, in a 
flashback, we lear that Frank was sexually abused by his 
mother (Greta Gaylord). John begs Momma to allow him a 
‘sem playmate, and chooses Bonnie (Leah Tate aka Cheryl 
жез), an attractive blonde he's spied upon while 
Aesping around the local college campus. Momma gives 
Ser assent and Bonnie is brought to the rat-infested cellar. 
Can she escape where the others have failed? 
Of all he exploitation films that trailed in the wake of 
Hitchcock's Perho, Don Jones's Abducted stands ош for 
5s sleazy atmosphere and surprisingly strong perform- 
ces. Jones went on to make three more genre pieces, 
schuding the excellent teror-in-the-woods tale The Forest, 
жа Айке! is his best: a classic rural horror tale with 
bose uniquely dirty 1970s fingerprints all over it. In 
America the film is better known as Schoolgirls in Chains, 
tide bestowed on it by its second distributor in place of 
jones original choice, Playdead. There are, in truth, no 
tual schoolgirls caught up in the plot, but that's not to 
зу the film isn't shocking at times: it’s a classic of early 
seventies horror cinema, with all the lascivious dwelling 
spon women-in-peril that implies. 

Jones and cinematographer Ron Garcia make good use 
sf he attractive orange-grove locations and beautifully 
Secorated farmhouse interior, contrasting them to great 
fect with the dingy, ratinfested cellar where the victims 
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are imprisoned, Good mileage to is gained from that 
trusty stand-by of the horror gene, the extreme wide-angle 
Jens: used to rack up the tension at the start of the film, 
with the bulbous grille of Frank's car looming menacingly 
into frame; and then later, in the cellar, after Ginger is 
poked and pierced with а syringe. Garcia's queasy wide- 
angle shots of John examining the girl's breasts, with a 
Coat-hanger as a stethoscope, suggest either that a mind- 
bending drug has been administered or, more likely, that 
te director malevolently wishes to induce а faint in those 
who find injection scenes distressing. 

Unlike most low-budget horrors, Abducted gains real 
leverage ftom its actors, which is a blessing because the 
film relies heavily on Gary Kent and John Stoglin to make 
the drama work. Соту psychos can be fun in a campy 
way, but they re not going o elicit sympathy; and 
sympathy for both victims and killers is the surprise suit of 
this film. John Stoglin's performance as ‘John’ is 
outstanding, given that the characterisation could easily 
have veered into hamminess. An accomplished dancer and 
theatre actor, he gives а lot more than the script probably 
asked for, in a role that tempts ridicule but quells it 
through sheer nerves the mixture of pathos and menace he 
creates is the hallmark of a skilled and thoughtful 
performer. What's also imeresting is the way the character- 
isation plays with the audience. John? not only torments 
young women, he abo ашта the viewer, ponding both our 
nervous discomfort and sleazy complicity. Stoglin plays 
John as а retarded child locked into an endless loop of 
excitement and frustration. A lesser actor would simply 

allow the viewer to feel illicitly tumed.on watching the 
girls" violation and humiliation - instead Sto 

performance makes us squirm, as we see male rape 
fantasies played out in а creepy, childish way. 

Gary Kent has the quieter role, but he's perfect as the 
strong, soft-spoken Frank. Seemingly the more ‘normal’ 
brother, his damage is more subtle: his identity short- 
circuited by a mother who demanded her son be the mun of 
the house" rather too literally. Kent is a big, handsome 
fellow whose weathered masculinity would have won him 
roles in the classic westems twenty years previously, but 
he's ыйы at subvering the machismo of this six-foot bam- 
door of a rapist: as much as with John, there's a child in 
Frank, and Kent makes sure we сап see the character's 
trauma in his features, without sliding into bathos or 
exaggeration. He makes us pity Frank, even after he's raped 
Ginger (of which more later). The flashback to his abuse at 
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the hands of his incestuoosly domineering mother could 
easily have been played purely for sick laughs, thanks to 
Greta Gaylord’s marvellously over-ripe performance as the 
mother However, Kent makes Frank believable (despite 
being decked out in white clothes so luminous they re 
virtually radioactive); is zoned-out demeanour as he 
obligingly massages Momma's breast suggests the way that 
his mind is shut down by her dominance. And by the time 
we realise Frank is actually dressing as Momma to keep her 
alive, for John as well as himself, we're saddened not 
amused; a testament to Kent's composure in the role, 

W's not just a case of pity the killer, though: Jones's 

y much fear for th girls who 

fall into these all-too-human monsters hands. Two of the 


taut direction ensures we v 


siris are strong characters who refuse to accept their 
imprisonment and immediately cape. This of 
‘course helps propel the narrative, but it's also worth 
noting, in а film often decried for misogyny, that 
resistance is given as much emphasis as capi 
unlike, say The Barn of the Naked Dead by Alan 
Rudolph. The first victim, Sue, is a бегу character who, 
when thrown into the cellar with the others, imn 
stars plotting for freedom. We expect her to be the 
ringleader, inspiring the others to rebel against their 
‘captors, Wrong — Jones shocks the audience by seratching 
her off the scorecard early, fter a tense and well-crafted 
chase. Shades of Janet Leigh, of course, but the Psycho 
resonances arc well absorbed into he story, which never 
feels like а retread. 

Abducted hinges its psychology on the notion of 
aggressive, clinging motherhood: the brothers insanity is 
thom of a domineering matriarch whose hatred of men has 
created monsters. (She's said to have murdered her husband 
тоо, although nothing was proven.) Ungallant though this 


may seem to viewers raised on feminism, a look at the 
backgrounds of many serial killers (Ed Gein, Edmund 
Kemper, Henry Lee Lucas, for example) bears out the 
approach. As already mentioned though, it's possible to be 
amused as well as shocked by this maternal monster: the 
scene where Frank's mother reveals their incestuous 
relationship to her son's superficially ‘modern’ yet rather 
prim girlfriend Jane (Russell Lane) is а classic piece of 
American Gothic melodrama, as she boastfully announces 
We make love. We make love like vo lovers. We have 
since he was fifteen [.. Come back any time... well et you 
watch!” (Eagle-eyed viewers with a sick sense of irony may 
have noticed that behind Frank, as he starts to tell Ginger. 
how his mother abused him, we can see a sbect-music score 
bearing the words “Teaching Little Fingers How to Play) 

Not all the film's plays are successful. Jones cheats the 
audience to make us believe Momma is still alive, showing 
us а figure cowled in a shaw, sat in semi-profile and 
moving slightly, lips just visible as she speaks to Frank 
She continues to speak (САЙ, i good to have то fine 
boys”) even after Frank has left the room, making it hard 
to explain the scene as simply a visualisation of his 
madness. Worse still, the fine line between sleazy subject 
matter and sleazy direction swings into view when Frank 
rapes Ginger, to the accompaniment of a skiing 
saxophone denoting sensuality on the soundtrack. Giver 
that Frank is impotent with girls other than Momma, it's 
possible to argue that the music mocks the affliction of the 
rapis, but it ean just as easily suggest that rape victims 
secretly ‘love it”. There's also а grim irony here, because 
Ginger initially tried to use her feminine charms to get 
Frank to release her. When he turns nasty, it's almost as if 
she's brought the таре on herself, which gives the sexy 
soundtrack an unwelcome dose of sarcasm. 

However, this is the only mis-step by Josef Powell 
who tums in an oddball but memorable score, playing 
away from the obvious horror tropes by unsettling rather 
than terrorizing the listener. (Incidentally, Abducted must 
be the only grindhouse/drive-in movie to have made use 
of Debussy's sublime Prélude à l'après-midi d'un faune! 
Powell's arrangements are creative and offbeat, based 
around piano and electri piano, with ensemble work for 
brass and woodwind. The inclusion of a minor-key flute 
motif gives the film a tinge of the З.Р. Brownriges, while 
the trumpets, trombones and weird ensemble vocals add 
an unpredictable hint of derangement. The story's 
"arrested childhood’ theme is picked up by eerie arrange- 
ments of Twinkle Twinkle Litle Star and Three Blind Mice 
and, strangest of all, by a playground Greek Chorus of 
shrieking voices yelling “Run! Run?!" over Sue's fatal 
sprint for freedom. Perhaps the title song, Triangles, 
Circles and Squares, is a touch too mannered, its melody 
rather archly delaying resolution via a dissonant semi- 
tone, but for the final scene Powell comes up with a 
successful variat, supporting Stoglin's emotional fade- 
‘out with a sorrowful cello. 

Storywise, Abducted falters slightly in the last rel 
when it introduces Bonnie, a young female student, and 
Bob (Robert Mathews), her psychology professorlover, a 
‘couple whose intervention is meant to bring things to a 


climax, Trouble is, we've spent too long watching events 
at the farmhouse to engage with their anaemic love affair; 
Waters is okay once she's endangered, but Mathews is 


just a regulation cut-out hero, thudding to the rescue. I's 
‘ashame the script didn’t elaborate some of its fainter 
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ations about him: in а film about a mother who 
her authority, it's interesting that Bob is abusing 
s authority too, by seducing a student and paying her off 
with good grades. He's nowhere near as bad, of cours, 
his lack of professional scruples makes the point that 
xual exploitation isnot the sole preserve of the mad. 


"is is particularly acute given that Bob is a psychology 
and not a very self-aware one either. Afer all 

drives а red Porsche - surely a bit of a теа culpa for à 

Psych" professor with an overactive libido? 

As the film reaches is climax there are а few striking 
milarities о The Texas Chain Saw Massacre, made a year 
c: Bonnie runs upstairs їп the white-painted farmhouse 

"ries to take refuge in a bedroom, only to discover a 


ире on the bed, withered to the point of mummification. 
Df course Psycho is the true source of this image, but the 
ibat the corpse is discovered on the first floor, by a 
a woman who runs screaming downstairs and out 
rough a gauze screen-door, makes й feel ike а dry run 
Hooper's film. You can imagine Hooper at the drive-in, 
1g Abducted and thinking, "Good idea!” Abducted 
n't compete with The Texas Chain Saw Massacre for 
sser mind-bruising horror, but Jones pulls off a 
astating finale of his own, ensuring that our last impres- 
not sexual or visceral, but emotional. If there is 
р=®ар+ just a smidgeon too much ‘Pity the killers” here for 
tastes, Jones does at least leave us glad that both their 
d their suffering is over. 


The Love Butcher (1975) 


ove Butcher is something of a curate's egg, with its 
murder theme pulling against а broadly satirical 


ction of he killer as super-nerd tumed super-stud. It's 


sso weirdly enjoyable, once you've resigned yourself to a 
жазуу ride, When I first saw this, back in the early 1980s, 
was disappointed, essentially because it failed to live 
down to the savagery I'd imagined from the title. This was, 
єт all, the era when films like The Driller Killer and SS 
iment Camp leered out at you from high sre 
elves. The Love Butcher is the sort of title that promises 
‘f the most reprehensible elements of sleaze cinema. 
zaşhic horror and cruel nasty sex. When the film tums 
ч instead to have humour and lots of dialogue, and a 
spicuous absence of sadistic gynaecological butcher 
= tend to feel let down, in that classic ‘sizzle without the 
sic exploitation way. Given that the film was originally 
lod The Gardener, а title that errs too far in the opposite 
on, it's litle wonder that the producers chose to 
ye film so luridly! However, given a cl 
m terms, The Love Butcher deserves attention as a well- 
4 trp into horrific black-comedy. 


video 


laying the schizophrenic Caleb/Lester, Erik Stem 
з John Hayes’s The Hang-Up and Tomb of the 
sd) drives the film and makes an entertaining meal of 
np mannerisms contrasting 
wonderfully with his swanky Lothario. He essentially gives 
aner 
hout him. Of course, it's amazing what a bald wig and a 


parts, his ‘weirdo 


ır tums, and the movie would be a non-s 


pair of jam-jar glasses can do, but ther 
servile, diffident Caleb than comedy props. As for his 
with a seript that feeds him 
utterly absurd dialogue, the actor still manages to 
he character frightening, even though we laugh at 
deranged verbosity. Stem delivers the schizoid goods 


entric misogynist Lest 
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without faltering, striking just the right tone and sailing 
blithely along despite the hiccupping plot construction. 
Jeremiah Beecher as the ostensible hero, Russell is another 
matter, He's deeply unconvincing, tuming in a performance 
that might have made the grade for Ted Mikels or Ray 
Dennis Steckler but lets the side down here, The female 
cast are without exception much better: Eve Mac in 
particular makes her Texan hussy come vividly to life in 
the brief ti 

Lester's: 


she has onsereen. 


mania takes the form of some eminently 
quotable rans about womankind (see below), His diatribes 
bring to mind General Jack D. Ripper in Dr: Strangelove, 
whose cancer for the way women ‘steal a man's essence’ 
may have provided the script with a few hints about 
characterisation. The reversal of expectations in the final 
аа, regarding the true relationship between Lester and 
Caleb, came from Don Jones, and it neatly ties the film into 
his own concerns, with callous words from а mother 
sowing the seeds of future mental illness їп her son. 

The credited director, Mikel Angel, was born of 
Greek parentage in Washington, D.C. in 1951, as Joseph 
Theakos. The Love Butcher was his only feature 
directing credit. Angel acted in two Matt Cimber films, 
The Black 6 and The Candy Tangerine Man, as well эв 
Gary Graver's Evil Spirits and Joe Tornatore's Grotesque 
(the later of which he also wrote). Two further writing 
credits, for Tarnatore’s Demon Keeper, and Psychic 
Killer in collaboration with actor/director Ray Danton 
and Greydon Clark, round out his brief filmography. (A 
“Mike Angel’ receives story and screenplay co-writing 
credit for Rio Lambada aka Escape from Rio (1990).) 

Angel was a theatre director turned mov 
you can see the fruits of his theatre training in the quality 
‘of the scenes where Caleb or Lester converse with their 
prospective victims. However, The Love Butcher suffered a 


maker, and 


father stormy joumey to the screen when Angel pulled out. 
after principal shooting was completed. Don Jones, the 
film's cinematographer, was asked to step in and shoot new 
scenes, in order to shape the film into something releasable. 
The following synopsis is therefore accompanied by a 'co- 
director's commentary’, kindly supplied by Don Jones, 
Don's comments precede the appropriate paragraphs. 


Hello, lm Don Jones. I'U do my best = however until 
today I haven't seen this epic in thirty years. 1 suppose 
you know that it was shot in Techniscope. И a two 
frame рий down patented by Technicolor. In essence 
2:35 o 1. Most of the following scenes are Mike's, but 
since 1 also shot it 1 get confused as to which scenes 
were directed by me, and which scenes were directed by 
Mike (age you know 

The camera tracks past a toy train and a flower bush to 
real а dead woman, with a garden fork shoved through her 
stomach. An unseen figure clips off a yellow rose 


nd tosses 
it ono the corpse. The title The Love Butcher is superim- 
posed over a close-up shot of a red rose. (This title card was 
added later, to replace the original title The Gardener). More 
Mowers bloom beneath ће rest of the credi 

At the crime scene, Russell Wilson (Jeremiah Beecher) 
an aggressive journalist has a stand-up row with Captain 
Stark (Edward Roehm aka Wolfgang Roehm [Richard 
Kennedy}, who objects to Russell's photographer buddy 
taking pictures of the woman's corpse. In retaliation, 
Russel attacks the cops for their failure to catch the killer, 
whose murder tally now stands at six. Cut to another 
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garden: Caleb (Erik Stern), a gardener-for:hire who gives 
the impression of mental retardation, offers a rose to Flo 
(Kay Neer), the lady of the house, before driving off to his 
nex job. Once there, he asks Carla, a wealthy, irritable 
customer, for a glass of water. She asks him if he can 
recommend someone to fit air conditioning. He suggests а 
‘man called ‘Les. 

Cur to Caleb's bome. Caleb talks to "Lester, who sits 
in an armchair. Не mocks and disparages Caleb. “You're 
‘mental and physical cripple. And no-one loves a cripple.” 
“The camera pans round to reveal that "Lester! (^I am Love. 
Total Love. ”) is black foam mannequin with a wig 
perched on top. Caleb grabs the wig and, removing his 
thick glasses, assumes the role of Lester, an arrogant lady's 
man, while looking at himself in the mirror. "Lester" now 
visits Carla, the irritable lady, carrying а large knife, The 
film fades out before he kills ber... Russell faces off with 
Captain Stark again at Carla's house. 

This next could be mine, at least part of it, but Гт not 
Russell's lover Flo (Kay Neer) provokes a row by 
arguing that Russell spends too much time at work, They 
alim down and make love, but the next day the argument 
Stans up again, Outside, Caleb is tending the couple's 

garden 
Anything with Pat I directed 

‘Cut to another garden, another customer. Pat (Eve 
Mac), а young woman with a Texan accent, complains io 
Caleb about the mess his sprinkler is causing. She mutters: 

“Cripples. This fucking place is full of them. Doubt f 

there’ а man in this state!” Caleb overhears, and mutters, 
“Low a good тап, yes ma am. Later that day, "Lester" 
knocks at Pat's door wearing a cowboy hat, posing as а 
Texan motorist in trouble, and asks to use the phone. Pat 
offers him а drink. Cut 10 the two of them in bed, post- 
coitus. Lester is about to stab Pat when a religious caller 
interrupts. She gets rid of the caller and Lester attacks her, 
chasing her into the kitchen. "Your feminine pulchritude ix 
detestable,” he declares, before stabbing her to 

Until further notice all is Mike’. 

‘Carl (Louis Ојепа), a bullying husband, and his wife 
Sheila (Robin Sherwood) get up for work. Не complains 
about her taste in music, and she about their infrequent 
lovecmaking, Later that day, after Carl has let for work, 
Caleb arrives. Sheila tells him not to come back for the 
test of he month as her husband is away and she doesn't 
‘want any strange men around, When Caleb gets agitated 
she freaks out and dismisses him. Back at home, Lester, 
dressed in Spanish gigolo styl, taunts Caleb (represented 
by his overalls on а coat-stand), before leaving to visit 
Sheila. He arrives at her door posing as a hip Latino 
record salesman, He puts the make on her but she turns 
him down. Back at home, Caleb goads "Lester about his 
failure to score. At the police station, Russell confronts 
Captain Stark with hîs (incorrect) theories about the 
killer's identity. Meanwhile, trying again with Sheila, 
Lester poses as a plumber, but Sheila recognises him from 
the night before. As Sheila swims in her private pool, 
Lester dives in (losing his wig in the process) and forces a 
hosepipe down her throat, drowning her, He puts the 
corpse in the bath to make it look like suicide. Back 
indoors, Caleb tells Lester the violence has to stop. Lester 
{ells Caleb that their mother was a whore: "Lester is 
legitimate, ‘Caleb’ was born of his mother's affair with 
another man. 


The next scene is probably mine.. 

Stark and Russell meet again, at the scene of the latest 
killing. Stark declares, “There one thing I do know for 
sure: whoever did this te weird. Not just sick but a real 
weirdo!" 

This is Mike's: 

Flo praises Caleb's work in the garden and invites 
Caleb in for a bite to eat 
Mine: 

‘Cops at the police station examine various murder 
weapons. Consulting а map, they realise that the victims 
were all killed in the same neighbourhood. 

Mike's: 

Caleb talks to Flo, telling her that women have never 
‘been attracted o him: "Гэ а gimp, ma am” — e 
demonstrates by showing her his “dead” hand = "People 
dor take too well to cripples.” Flo goes to work and 
Russell tries to speak to her. She ignores him. When he 
persists, she says she's had lunch with Caleb — "a gentleman 
Г Hex okay kind of a nice weirdo.” The word “weirdo 
rings а bell in Russell s mind, They wrangle fora while until 
Russell grabs her and kisses her, finally proposing marriage 
f the kitsch version of Mendelssohn's Wedding March on 
the soundtrack is any indication), That night both Lester and 
Russell head for Flo's house. Russell stops at a phone and 
ties to call Captain Stark about his suspicions. Lester 
catches up with Russell on Flo's doorstep — "Hex. Lo 
Boy! Wait up!" — and stabs him to death with the garden 
shears, before gaining entrance by posing as Caleb's doctor 
Lester tells Flo his opinion of women: “You emasculate а 
‘man with your bottomless body-pit. You leave him empty 
‘and unfulfilled. You drain Мт like a sewer into a cesspool. 1 
‘am the Great Male Adonis of the Universe. Гат Love.” Flo 
uns and locks herself în the kitchen. Seeing Russell outside, 
the opens the kitchen door, only for his corpse to tumble in- 
Lester stalks Flo around the house, rips off her clothes ("You 
will eave this world as yo entered Ш, and when she Бер 
Tor death rather than torture he smiles, “But of course, 
before hacking her to death with a serrated hoe. 

Police see Lester acting strangely ashe walks back 
home, but his smooth performance under questioning 
throws them off the scent. Back at home, Caleb taunts 
Lester: Flo didn't find him attractive, she was more 
concemed for Caleb. The power relationship between the 
two personalities shifts in Caleb's favour. “You're dead. 
You're nothin’ [...] You dont exist any more. You're а 
erawlin" slimy nothin’ You're a bad memory of somethin 
that never was, and never shall be again." Caleb attacks 
the mannequin with Lester's wig on it and tears it to pieces 
in a psychotic rage. 

The rest is mine until the end. itle Lester's name is 
Marcus Flower son of Buck Flower. 

‘Outside Flo's house, a tearful neighbour talks to Captain 
Stark about Flo and Caleb. Next moming, Caleb walks out 
(his own garden, celebrating his freedom from Lester 
"The sound of a car's sereeching tyres triggers a flashback to 
funeral. Little Lester (Marcus Flower) and his mother (Joan 
тап) are at Caleb's grave. Lite crippled Caleb died in 
car accident Lester felt responsible for not saving his brote 
“ГЇЇ be good momma, just like Caleb, honest" he vows. 
“You could never be like Caleb, never, never!" his mother 
cies, "It should have been you, Not him!” Cut back 10 
present day and: Captain Stark confronts Caleb, Caleb clic 
that his brother Lester was responsible for all the killings, bt 
that he has put а stop to them by “executing” him. 
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disappearing into the darkness. Their equally ghostly 
mother Jeanette Kelly) also pops up, but her concerns are 
Jess philanthropic: she's seeking her children in order to 
punish them. Frightened by these apparitions, Sharon runs 
away and hides. Teddi stays, refusing to believe the 
children's warming, only to be attacked by John ("Michael 
Brody” aka Gary Kent) а bearded man in a baseball cap. 
who says he intends to eat her (77 donî want to hurt you. 
hut I'm starving. "). He kills Teddi and takes her body back 
to his lir. Arriving in the vicinity, Steve and Charlie enter 
ıa hillside cave decorated with candlesticks and cane 
funiture, where they meet John. He invites them to dinner 
and tells them he came to live in the hills after catching his 
wife in bed with another man. However, he declines to tell 
them the whole truth; that he murdered his wife and her 
lover and absconded into the hills with his two children, 
John Jr and Jennifer. He also neglects to mention that he's 
‘murdered Teddi, Steve declines John's offer of meat from 
the roast he's tending on a spit, but Charlie gratefully 
accepts, only to shudder after а mouthful as some nameless 
apprehension hits him. Next moming, 


spilled before the d 

The Forest is a c 
almost unique in the horror genre, as far as 1 can tell. 
(Lucio Fulei’s The House by the Cemetery comes close: a 
ghostly child, slasher killings, and a ghoulish father. With 
Fulci as a fellow traveller, Jones is in excellent company!) 
‘The woodland prologue sets up a straightforward stall-and- 
slash tale, akin to Don? Go in the Hoods or Just Before 
‘Dawn, The staging is efficient, the photography clean and 
tractive, and the first gouts of blood are gratifyingly 
realistic, If this was the extent of the film's ambitions you 
would basically be looking at a well-made Friday the 13th 
variant, nothing more, nothing less, With the introduction 
‘of the ghostly children, though, the film takes on another 
dimension. They bring a sweetness and sadness to the 
story, as if vacationing from a spooky ТУ drama for Kids, 
We кат that they committed suicide when their life in the 
caves became intolerable, something they admit to with a 
blithe cheerfulness that makes the ghostly realm somehow 
more believable ("Irs okay Irt better than being alive. 
Being alive was so sad." Just as you think you've got a 
чйр on the format, the children’s father is revealed as a 
cannibal, and although we never see Gary Kent chewing on 
arms and legs or wolfing down a raw liver (I thought 
screen cannibals were obliged to do that by aw?) we do 
get plenty of loaded close-ups of Kent chewing pieces of 
the roasted flesh be's cooking on а spit; presumably а tasty 
chunk of Teddi. 

An underlying theme of matrimonial discord provides 
welcome real-world ballast for the story, although the 
treatment of female characters is occasionally patronising. 
Sharon and Teddi's decision to go off camping alone 
initially seems Hike а justifiable response to their husbands" 
chauvinistie sneering ("We'd invite yon along. but we kinda 
doubt you could take і," smirks Charlie, "The first coyote 
howling would send you running for home"). However, on 
the road the ‘girls are less sure of themselves ("Why didn 
we wait for them?) and once they rein the scary old 
forest, its not long before they're struggling with tent pegs 
and pining for the menfolk o make them feel safe again 
CI wish the men were here." “Yeah — hate to admit й, hut 
me 00.7). Isa shame tht Jones wasn't able to make 
better use of the women's strengths, although he does 


incapacitate Steve (with an impressively shuddersome 
тесйс fracture), leaving him reliant on Sharon. On the 
auteurs front, The Forest is the third Don Jones horror 
fil to feature а nasty mother: in Abducted Momma was an 
incestuous dragon: in The Love Butcher she tips one 
son for surviving an accident that killed the other; while 
here she's a two-timing bich who locks her kids in the 
bedroom closet while she serews the local repairman, then 
taunts her husband, "Ie, what do you expect me 10 do? 
You re practically impotent!” 

A couple of cheesy rock songs pop up here and there: 
the first is a feminist rock anthem called Comin On Strong 
complete with соту lyrics: followed later by a song that 
sounds like Echo and the Bunnymen fronted by Tony 
Bennet. Richard Hieronymus's score is functional, and ar 
times evokes just the right combination of sweetness and 
menace, although his insistence оп chasing a simple refrain 
up and down the keyboard gets annoying afler a while. 
Perhaps my judgement is unreliable though. as 1 must 
admit the closing song The Edge of Forever has а certain 
camp appeal, of a sort that would be picked up and 
amplified in Jones's later Molly and the Ghost. 

More frustrating than damaging are the plot's 
unexplited possibilities, We never leam why John has 
resorted to cannibalism in a region teeming with wildlife. 
And I'm sure I'm not alone in wishing that a few more 
peripheral characters had been slaughtered, to keep the 
film's slasher membership paid up in full (1 really am 
incorrigible when it comes to body counts!) The father's 
revenge on his wife and her lover - presented in a curious 
double Nashback, only half of which represents information 
passed on to Steve and Charlie — has а dreamlike quality în 
which John veers from impotence to omnipotence. His 
cuckold reprisal has the bizarrely emphatic feel of a c 
revenge fantasy. He strangles his wife and hen stalks her 
lover through the garden, toting various unlikely implements 
-a giant saw blade, a haybaler’s fork — before goring the 
тап to death on е rusty teeth ofa mouldering circular saw 

The cast are all perfectly believable in their roles, but 
the honours must go to Kent, who makes the cannibal father 
strangely sympathetic. Instead of swivelling his eyes and 
drooling, he makes him gentle and hospitable, his madness 
restrained to a slight detachment. The scene where be offers 
Charlie a bite of his dead wife, Teddi, is one of the creep? 
in the film, and it asks a question 1 don't recall being posed 
in the movies before: if you ate а piece of your lover, could 
You tell it was them from the taste? It's a pity that Kent ony 
Bets to act directly alongside his own wife Tomi at the end 
ofthe film, as she's another strong and credible presence. 
Which brings me 1o the head-scratching climax of the 
movie: John moves in for the kill as Steve lies injured, so 
Sharon attacks John with a knife, rapidly intereut with 
John's ghostly wife attacking him too, Quite what this is 
‘meant to convey 1 don't knows it surely can't be equating 
the two women, one of whom is a total harridan and the 
other a plucky heroine. Perhaps the ghost is using Sharon's 
actions as a chance to take vengeance for her own death, but 
if so, since she has been shown so unsympathetically 
throughout, we're not really rooting for her. 

The Fores is a lighter film than Jones's classic 
Abducted, but there's sill a lot to enjoy and it leaves you 
with a curiously elusive emotional current afterwards. Made 
in 1981, it feels ike a last gasp of seventies-style horror and 
is more than enough to cement Jones's reputation as one of 
te best Exploitation Independents of the dy. 
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Don Jones 


Interviewed 


Ithough Don Jones is best known to fans of horror and 


exploitation cinema as director ofthe notorious 


oolgirls in Chains, the man himself is gentle in conver- 
jon; relaxed and pleasant, with a dry slant to his 
aracter, He's modest and down-to-earth in discussion of 
в work, he's at pains to stress that his nudies did not 

nb the depths’ of porno-excess, and he's clearly even а 


le sentimental, 


в a look at his less frequently celebrated 
ctor film The Forest will reveal. I'm а big fan of The 
st, and | would recommend it to anyone who enjoys 
nthe 
Molly and the Ghost is fun, although you may need a 
odding acquaintance with camp to get ће most out of that 
What emerges from Jones's story is a man who. 


cir ghost stories with a dash of the red stuf: е 


uggling to make ends m 


cin a variety of ways, and 


every few years gathering himself for another "stb at 
пу 
his ventures into the horror genre still have 


secting. Fortunately for us, Jones hit the target ne 


ver to startle and disturb viewers today. 


Early Days 


Jonald E. Jones was bom in Philadelphia, Pennsylv 
$ and enjoyed a happy childhood raised on a small 


m about forty miles north of the city. His parents were 
My father was of Welsh 
scent, and my mother was a typical Anglo-Saxon = 
Scotish, Irish, English, and German,” he says. "My older 
vr was a hellaiser 
driver at the same time 


hom in the United States 


a professional boxer and race 
but one great guy.” Unlike the 
called movie brats, he saw few films as he was growing 
and the man who would come to be known for the 
assic exploitation shocker Abducted tended to milder 
The closest theatre was ten miles away and 1 
ent there very seldom, but 1 suppose that comedies were 


enjoyed the most, 1 had no interest in show 
and if 1 did 1 wouldn't have had the slightest idea 
їп his tens, inspired by his brother's example, Jones 
embarked on a professional boxing career, but it was cut 
period in the Army Signal Corps: “The desire 
fight before 1 went in the service had almost 
‘appeared by the time 1 got out,” he explains, "the fire 
єп banked.” In 1958 his parents moved to Florida 
Jones opted instead for Los Angeles, "Two things 
сей me into the film business: one, my unemployment 
surance ran out and 1 had to get a job. Fortunately a 
ıd of mine offered me one in the major studios. 1 
actually worked on Му Fair Lady (1964) as a juicer (chief 
electrician), But that only lasted until something called the 
inority program’ came in; and two, Gary Kent, whom 1 
t when we were both parking cars, was probably most 
sponsible for getting me into the low-budget film 
s would find out about a job, we 
ould tel the other and the majority of the time we would 
both work; but it was always hand-to-mouth, 
Gary Kent (see sidebar for more on Kent's film 


business. When one 


reer) takes up the story: "Don and 1 met at a restaurant 


led The Fog Cutter. | was the doorman, and he was a 


5 Play Nasty 


business supported themselves workin 


for the restaurants 
and bars at night, as it left the days open for interviews 
and film work. Jones was an aspiring boxer at the time, а 
middle-weight, fighting under the name of Irish Frankie 
had done fairly well in the r 
us guys in film, he soon crossed over, and became another 


Conway. Н but around. 


wannabe, 
‘opportunities as a boxer, and just got caught up in the 

whole film world and loved it. He was fairly handy, and 1 
hired him on my stunt and effects jobs frequently. If you 


ike the rest of us. He came to L.A. for the 


needed him to crash a car or fall a horse, he could do it 
He was gre 


k with. He taught himself camera and 
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lighting. Knew very litte about acting, so he hired the. 
best he could get, and sort of left the performing up to 
them. He has that great Welsh sense of irony.. it shows in 
his dialogue. He was a delight to work for, every 

wanted to do а good job for him, whether they understood 
the script or not, and his work has that improvised look 
and feel, but creatively so." 

Jones's earliest experiences in the industry include work 
asa gaffer during the late sixties and early seventies, on TV 
spectaculars like The Ann-Margret Show and Raquel, along 
With classroom "educational and industrial films. “Lighting 
and camera for some reason came to me pretty eas.” says 
Jones. "The only mentor 1 had was an old German 
cameraman who | did a lot of classroom films with; he shot 
them and 1 lit them under his direction.” Supplementing 
these paydays, Jones took on stunt work, mainly via Gary 
Kent, including motorcycle work on 2000 Years Later, a 
1969 film by Bert Tenzer for Warner Bros, and effects and 
stunts on А Man Called Dagger (Richard Rush, 1967). 


The Nudies 


Like many of the directos covered in this book, Don Jones 
found that the evolving adult film world of he late sixties 
and early seventies provided a few valuable extra payday 
Rapidly changing and expanding as successive legal deve 
ments pushed back the barriers of what was permissible, 
‘pomographic movies sprang from the much less explicit 
"ridies*and their darker dramatic offspring the ‘roughies' 
The nudies were essentially frivolous films exemplified by 
the debut Russ Meyer film The Immoral Mr Teas (1959), 
with glimpses of ‘T&A’ and scenarios based round nudist 
camps, holiday settings or strip-joints. The 'roughie" template 
was set by David Friedman's The Defilers (1965) = though it 
was barely more explicit in terms of the body areas visible, 
The Defiers added а cynical, aggressive strain of sadism and. 
Violence. As the law slowly relaxed, a pattem emerged: one 
especially bold new film would be made, then, if no prosccu- 
tions followed, a flurry of titles in a similar vein would rush 
to satisfy the punters’ new demands, until eventually 
hardcore was established, and the "nudies and 'rouchies 
With their coyness and suggestiveness, died ош. 

man eager to run film through a c 
this frenzy of activity in the erotic film arena was an ideal 
means of leaming about the nuts and bolts of mov 
“I made a couple of black and white films — silly shows t 
be sure where 1 did everything." Jones says. “It’s the best 
way to lear." The first was Excited (1968), which Jones 
co-directed with the late Gary Graver, who was cameraman 
оп the film and soon became an exploitation stalwart in his 
own right. Emerging from Ed De Priest's stable, and 
handled by Canyon Distribution, Excited has sadly proven 
to be an elusive debut: “1 doubt if it's around any more, 
Jones says, “I haven't seen it in over thirty years." 

Не followed it swiftly with the darker, sleazier Kis-O7 
(1968) also for Ed De Priest and Canyon Distribution. The 
Story revolves around John, a pervert who makes obscene 
phone calls. Not satisfied with this pastime, he's also a rapist 
and murderer with a taste for slicing up hookers. Meanwhile, 
a private detective, whose girlfriend Terry works as a go-go 
dancer, is paid by an irate husband to locate his wife 
Mickey, who's left him for more exciting bisexual pastures. 
Mickey has embraced the dark side and is now a committed 
debauchee. She's also a friend of the killer's. The two of 
them form a Sodean partnership, and go out looking for 
kicks, One night they catch Terry's dance routine, and 
decide to follow her home for a rape and torture session. 

Jones's next as director was Who Did Cock Robin? 


For a youn 


making 


(1970), а detective melodrama about two brothers. It was 
his first film to be shot in colour, Easily confused with 
another 1970 nudie called Who Killed Cock Robin? 
(released by а company called Fleetan Films whose entr 
output seems to have been made anonymously), Jones's 
iim opens with one man killing another and then throwing 
im into the ocean off Malibu pier. Jones explains, "This is 
the death of "Cock Robin’, the bad brother. The rest of the 
film concerns the good brother trying to find out who killed 
him, I's told in flashbacks, as he slowly finds out that his 
kid brother was а nasty piece of work. Then, when his 
girlfriend tells him that she was raped by him, he goes 
under Sodium Pentothal (suggested by the two detectives 
who are working on the case) and finds ош that he was in 
fact the killer. His psyche had repressed the horrendous 
mature of his "Cain and Abel” crime, I's а little more 
wolved, but I think that's the gist of it. That one was 


Nightmare USA 


en, produced, directed, edited and shot by me in 35mm 
nal cost was pretty high, around $21,500. 
Jid Cock Robin? was made for distribution by 
рчс Amusements Corp- 
= Bob Cresse. Republic Amusements picked up where 
previous company Olympic Intemational ей of 
ste included The Harem Bunch (1968, directed by 
ith Paul Hunt); The Hor Spur (1968, directed by Lee 
inen and produced by Cresse)? and The Scavengers 
ted by Le 
Cresse and Frost are perhaps most notorious 


Frost, produced and written by 


forthe 
lence classic Love Camp 7 (1968) which Cresse 

расе and stared in, playing a Nazi Kommandant. 

send Ron Garcia had already co-directed a film 


Republic Amusements called The Pleasure 


), and it was through Garcia that he came into 


act with Cresse, although it was a brief association: “1 


хосу on Cock Robin but the distributor, Bob 
ck it to те. I'd left Ed De Priest and changed 
сае he was getting heavily into drugs and the 
wed me from Каз ОЙ suddenly stopped coming 
s during the 


re was more adult-movie work for Jor 
capacity as director of photography, although 

ue: "As far as nudies go, 1 know 1 did a 

dir: Mike Bennett, 1971) and a few 

х silliest one was named One Million AC-DC (dit 
1969. from а script by Edward D. Wood). Who 
Robin? was one of the beter ones. 1 probably only 


dozen or зо. Pom came in soon after and 1 bailed. 
Abducted! 


wading into the hardcore pomo scene, Jones set 
king a name for himself on the horror film circuit, 
eding admirably with his best known film, Abducted 
though you would never have guessed that smut 

tu from йз most notorious release title: 
title,” In 
changed to 


in Chains was not the origin hs 


> “it was simply called Playdead, tw 
ics in Chains when it was purchased by Mirror 
sing, because they wanted a more exploitative title. 
Releasing was formed by a fiend of mine called 
Gibbs, T ack 
ihe executive producer Dave Arthur thought that 


shooting title however was The 


pe misconstrued as a black picture so he 
dead. | wrote it because 1 couldn't find а script that 
that could be done for the money available. 

sas an unusual situation; 1 actually had the job before 1 


i script Ron García found somebody who wanted to 
= a couple of low-budget features, One he would direct 
old shoot [Swingers Massacre aka [ide Ату], and 

er he would shoot and | would direct. They were shot 

па couple of months of each other. His was writen by 


e Arthur's wife. 
Ron García is a respected film and television cinematog- 
s. nominated twice for Emmy awards (for the 

series’ Murder in the Heartland in 1993 and The Day 


las Shot in 1998) and four times by The American 
ciety of Cinematographers, including a nomination in 


is work on David Lynch's phenomenally 
scesful TV series Twin Peaks, (Garcia also shot the 
sical prequel Twin Peaks: Fire Walk with Me; one of the. 
unning American films of the past twenty years.) He 
str in the industry directing adul films, rangin 
{ Sweet Sickness (1968, co-directed with Jon Martin) 


s Play Nasty 


and The Pleasure Machines (1967, co-directed with Paul 

Hunt) to the extravagantly bizarre sci-fi horror рото The 

Toy Bax (1971). "I'm not exactly sure where 1 met Garcia, 
‘but we were pretty good friends both on and off 

unti a girl came along. But that’s another story! 


the set 
Abducted star, Gary Kent, remembers Garcia as "à 
friend of Don's. We'd all worked together on various 


projects. I hired Don as the cinematographer on [Paul 


Harrison's} House of Seven Corpses, and Ron Garcia 


director. I also used Ron as DP on my film Rainy Day 


Friends. | remember a n 


оп Seven Corpses when we all 
smoked a little too much ganja, drank a little too much 
Scotch, and ended up stealing a freight train and driving it 
gh downtown Salt Lake City at midnight, blowing the 
whistle and singing bawdy songs. Hey, you have to let off 


pressure somehow 
досе was financed entirely by executive producer 
Dave Arthur, and was budgeted a 
received $5,000 for writing and dir 
the idea quickly 
disappeared from a freeway when her car broke down, 1 
lecided to begin with that premise. What happened to he 
The o 


‘around $42,000. Jones 


ling. He came up with 


After reading about a young girl who 


val script took forty eight hours to write over three 


days, I believe. Dave Arthur liked it and afler taking a couple 
of more days to rewrite, we shot it 

Regarding the genesis of the story, Kent says: “Don 
Jones swears he had no inspiration for the film other than his 
own warped sense of story telling. John Parker [Stoglin] and 
1 were heavily influenced by the whole Ed Gein affir, and 
tried to incorporate this into our performances 
film that 1 can think of that might have inf 
Psycho.” concedes Jones 

Gary Kent remembers “Abducted was filmed in thirteen 
days, mainly on an orange farm just outside of Riverside, 


The only 
асай me was 


Califomia, seventy miles east of L.A. The house we rented 
belonged to a wonderful old widow named Mrs. Barrons. 
Her husband had passed on and her children had ай left the 
nest. She lived in that wonderful old house all alone, and 
was glad to ha 


ıe the company, Here we were, shooting this 
really bizare horror film, and she treated us like we were 


ber favourite children. She even cooked dinner for us several 


times? OF course, for most of the shoot, we had her stayin 

wouldn't panic at the destruc 
tion that always takes place around a film location. We also 
shot at Malibu beach, on the exact location they shot the 
Statue of Liberty scene for the original 


lanet of the Apes. 
Recalling the shoot, Jones says, “The film was hard 
жой. The crew was small, gaffer. a grip, sound, props, 
‘make-up, boom, AD, asst. camera, and Ron Garcia the DP. 
The cast was composed of mostly small-theatre actors, 
especially the girs. The three leads were friends of mine, all 
ood actors, so with the exception of he led girl Cheryl 
Waters, whose boyfriend was on the set, we had a good time. 
Never let a boy 
him away, ог keep him occupied, but nothing really worked. 
m, had just done a 
lead in a бїт that was received pretty well. Anyway she and 
in particular her boyfriend thought she was on her way, so 
getting the nudity ош of her as promised was difficult. He 
didn’t like the way her breasts looked as she was crawling. 


d or girlfriend on the set! 1 tried to keep 


Cheryl whom I knew from before the fi 


оп her hands and knees. Suddenly they both smelled the 

roses and didn't want anything in her past to screw it up, She 
used a phoney name and threatened to sue if used her real 
ime. Sad to say nei 


her her marriage nor her career went 
anywhere. Haven't seen her since. The lead, her boyfriend 
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in the movie, disliked Cheryl intensely. But the show had to 
be shot so we put up with what we had to. The rest of the 
cast was wonderful, cooperative, friendly, and fun. They 
worked hard. In those days sex was probably looked at a 
litl differently than it is now, and nudity and he strange 
aspects of the story didn't bother anyone.” 

Few of the cast can be traced today, as Jones explains: 
“This was а nonunion film, therefore the actors would not 
use their real names. Gary and John were the exceptions; 
they didn't seem to care. think the mother used the name of 
Greta Gaylord. If the SAG [Screen Actors Guild] caught 
them they would fine the performer, and then afier a few 
times they could black-list them. Consequently any actor 
who worked on а non-SAG show would use a different 
тате. Also as а rule, non-SAG films paid less money: The 
agents usually didn't care as Jong as they got their 10%.” 

When it came to the casting of the two brothers, Jones 
already knew where to tum: “Г worked with Gary before, 
both in stage and movies, and even though the рап of Frank 
was writen specifically for somebody else, when Gary. 
showed interest the рап was his. He comes off on camera as 
very strong. John Stoglin was also a friend of both Gary's 
and mine, and the part was written for him. He and багу, 
when they read the first draft, really liked it. When John was 
crying at the end, when he found his ‘mother’ hung, boy you 
should have seen that scene when he did it, everybody in the 
room was crying. 1 shot it without sound, which was a stupid 
thing to do, because he did such а good job.” 

Kent describes Stoglin as, "A talented actor | met at 
group, from Clearwater, Florida. He'd been a professional 
dancer, came to Hollywood to be the next James Dean. Не 
did a lot of theatre work in town, including directing for the 
Glendale Center Theater, where he won several awards. I've 
always respected John’s unique talent, and I've cast him in 
several of my films. He's always done a wonderful job, and 
made his characters totally believable, We talked Don into 
casting the rest of the show primarily from one of L.A. 's best 
theatre groups, The Company Theater, so you had these 
classically trained actors playing very bizare pars usually 
played by up and coming ‘starlets’. We all worked really 
‘well together. The usual, some love affairs going on, some 
smoking of pot, lots of angst and a very serious attitude 
toward Don's flick John and I tied not to get too friendly 
with the others, as we wanted to remain an enigma to them. 1 
don't know i it showed in the work or na." 

Stoglin himself confirms this was the approach: “1 liked 
to stay in character as much as 1 could, and so I stayed away 
from the rest of the сам. This was something I developed on 
my own, as opposed to some actors who like to be very 
much the personality on-set, talking with the crew and being 
Mr. Charming and Mr. Wonderful, or whatever. just 
preferred being somewhere away and it didn't matter where, 
just being by myself” 

"While not pomographic, the film's content is still pretty 
strong, as far as violent and abusive sexual situations are 
concemed. "Dave Arthur wanted more, and it was a constant 
battle," Jones admits. “Afterwards, to get the ‘R rating, the 
MPAA made us shorten one of the scenes. I believe it was 
the rape scene with Gary = it was really strong.” 

‘Thinking back to the shock tactics of early seventies 
horror, Gary Kent recalls: “Most independents and 
exploitation films were pushing the envelope а йе. After 
all in the Big Apple they were showing all of the Mondo 
Cane ti. o we were actually a little tame in comparison. 
Nevertheless, walls were coming down, and it was a great 


time for breaking the rules! Playdea opened at а theatre 
San Diego, where it became а favourite midnight movie for 
the US Marines on duty there. understand that they still 
play it now and then, just for old times sake, and the Marines 
still go and hoot and holler and cheer for the bad guys!” 
Jones continues: “I don't know where Plasdead opened 
and I didn't attend any screenings It was not financially 
successful as far as 1 know. When Dave Arthur tried to 
release it, he found that he was in over his head. Distribution 
is a dog-eat-dog business, and he was not prepared for it. 
After some trial runs he pulled it, and it was bought =at a 
profit = by Mirror Releasing. Right after, 1 shot Ron Garcia's 
film Swingers Massacre, and then The House of Seven 
‘Corpses in Salt Lake City. As far as 1 know, the director Paul 
Harrison came from TV, The Untouchables - and | don’t 
believe he did much after House. He died not too many 
years after making the movie; cancer believe. A nice guy." 


The Love Butcher and Sweater Giris 


“The Love Butcher is interesting in that whilst its production 
pre-dates the sal n'lash craze. ts ironie tongue-in-cheek 
‘script actually highlights and parodies the gross misogyny of 
the subgenre.” = The Aurum Film Encyclopedia: Horror 


їп 1975, Jones accepted а job on a classic sleazy seventies 
‘opus, The Love Butcher. To begin with, Mikel Angel was the 
weiter and director, with Jones hired as DP. “Н was originally 
called The Gardener" Jones recalls, “Unfortunately ater 
Viewing the rough cut we all knew that the film was 
"unrcleasable АП except Mike, that is. He said, "Well that’s 
the film and walked out of the screening room, leaving the 
producers in а quandary. So they hired me to гу and fix it 
and make it releasable. We hired another cameraman (Ate's 
Austin McKinney). did а little more casting and that’s about 
it About half the film is Mike's and half is mine. Pd have to 
see it again to remember which scenes 1 added (sce review 
I'm sure close to half of the film was changed. The humour 
was added. The film as originally cut just did not make any 
sense, and what {remember most was the absolute silence 
‘hat followed the sereening of the rough-cut. To make 
‘matters worse, the editor as he was cutting it had been raving 
about the film. This was of course before anybody saw it. He 
also was very disappointed." 

‘With four-and-a-half features under his belt but without a 
conspicuous hit, Jones found that he still needed о keep. 
working in just about any capacity: "I had to make a living — 
wives kids, etc. — and 1 would take anything to make a buck, 
and that includes sound, lighting, gripping. editing, basically 
anything. By then I was doing very йе stunt work: mostly 
T was working crew, camera, раар, etc: Except for 
shooting another feature called My Boys Are Good Boys 
(Bethel Buckalew, 1978) and some second unit shooting for 
Roger Corman, I was mainly crew, By the ast few years of 
"he seventies however, I was shooting a German TV show. 
when they came to the States, called The FIP Show. Not 
unlike 20/20 or perhaps 60 Minutes, but interested more in 
celebrities. 1 also shot а fun show travelling through the 
Greek islands on a forty-metre schooner for German TV." 

‘One of Jones's lighter screen offerings is the period 
comedy Sweater Girls, which he directed in 1977. Written 
‘with Neva Friedenn, who would shortly find work on The 
Toolbox Murders, and giving seventeen-year-ld Charlene 
“Tilton her last role before she went stellar as Lucy in the 
smash TV soap Dallas, it's the tale of a group of girls in the 
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950s who swear an oath that they'll save themselves for 


sarrage, while the local juvenile delinquents try to persuade 


hem otherwise. Jones recalls: 
Gary Gibbs, and I co-wrote and directed it. It suffers from 
ack of money. The story's lame, but the actors are likeable 
and quite good. Gibbs expected great things from it, and 
hough it didn't do as much as he would have liked, it did 
а very nice profit 


Sweater Girls vas produced 


The Forest 

1981, Jones retumed to the horror genre with The Forest 

эп under-rated slasher tale thats enlivened by a sudden leap 
е superatur: just the ticket for fans who think 


ey ve seen all the slie-and-dice" format has to offer. As 


puts it, "There don't seem to be a lot of stores about 
оч children and cannibalism!" Sadly. The Forest was а far 
A shaft job of 
ial proportions." to be precise. 
from the 


happy experience for its maker: 


dea of ghost children ("Ghosts are 
they can do many things, and 1 like to 
are off the beaten гай he says), Jones 
the scrip in about thirty days. The movie was then 


єт twelve days, in October of 1980, mostly in 
Tt was a pretty dry season up there, 
put $5,000 bond up. 
ty cheap to bum down a national park you know! 
the park to ourselves, we did а lot of night shootin 
Jones not only wrote, directed and 
мей the film himself һе also shot the Steadicam material 
Im was lensed by DP 
Заза Asbjornsen, and his photography of this prime 
an beauty-spot is lucid and attractive throughout 
used pseudonyms for writing and editing The 
that his name was already prominent enough 


Sequoia National Park- 
sey let us film.” Jones remarks. 


left us alone. 


х prologue. The majority of the 


х credits. Gary Kent was back on board, this time using 
name Michael Brody because of trouble with the SAG. 
as the cannibal futher living in а cave in the 


is (although the actual caves used are the famous, 
son Caves outside Los Angeles, well-known for their 
ance in countless movies and TV shows, from Robot 
the sixties TV series Batman. “We had grea 
ns at a litle motel, the Blue Bird, inside the 
The people that owned it had just 
vss, and were eager to please. We had gourmet 
very night Shooting was a blast in all of that 
Везлі wildemess." Kent also handled the fights: “Yes, 1 
ged them, Since Don had hocked his house to make the 
we had litle money for other stuntmen, or fight props 


park.” Kent remembers. " 


o make do with whatever we found along the way. 1 


jt the comic bit with the wife's lover was 


chan 
he usual fisticuffs of that kind of confrontation, and 
деп him with everyday farm objects: pitchfork, saw, їс. 
The cast also includes Gary Kent's wife Tomi, using the 
sne Elaine Wamer. John Batis, Dean Russell, Ann 


Jeanette Kelly, Stafford Morgan and Marilyn 
son ай used their real names, and came to an of 
е Tony Ge’ is the only other pseudonym. Corky 
соп and Becki Burke came from a children's agency. “He 
js, she was fifteen if you can believe it 
Along with his other credits on The Forest Jones 


Jones. 


also appears in the movie, playing the forest ranger — 
weve, there was no Hilchcockian reason for this: ^ wrote 
for the production manager, but because of SAG he 


to do it. 1 didn't know ший we got to the location. 


$ Play Nasty 


Jones had plans for more scenic shooting around the 

waterfalls and giant Sequoia trees, but lack of time and 

money meant they were curtailed. However, when he made a 

it was too short: “What 1 

did was to add a prologue. The beginning, before we meet 
ark about fifty miles 

А. The chase scenes 1 shot with а Steadicam, and 


rough cut of the film, he realised 


the protagonists, 1 shot in Frazier 
north of L 
not too well 1 may add. II had it to do over 
not use the Steadicam. The only camera we had was a 35 
BL, too heavy to do much hand-holding 

‘Once the necessary scenes had been captured at Sequoia, 


in 1 would 


further shots were picked up elsewhere. Those at Steve and 
Sharon's house were shot at the home of Jones's friend 
Stafford Morgan, who played the hiker killed in the 
prologue, and the house in Gary Kent's cuckold flashback 
was located in Acton, fifty miles North East of Los Angeles 
All told, the shooting budget was $42,000 into the can: "Not 
including around $30,000 deferred, which I paid by the 
way,” Jones stresses: "I'm proud of that. Lost the house but 
1 paid the deferrals.” 

Jones's unhappy memories of the film are rooted here. 

‘Yeah, that film cost me my house, as 1 put ор for. 

financing. Since 1 only had enough money to shoot it and not 
to finish it, 1 immediately took a job for Corman and gave 
the editing to somebody else who said that he would cut it 


on spec" and who was recommended to me by the composer. 
While 1 was working he got busy and gave it о Robert Berk 
to cut. This clown thought the film was terrible and in his 
wisdom decided that he would save it. Therefore he chose to 
tell the story in flashback. 1 didn't see it until screened it 
for Caruth Byrd, one of the richest men in Texas, in an 
attempt to find finishing money. At the time 1 had every 
reason to believe that he would give me ten or fifteen 
thousand to finish it. After seeing it though he didn't, and 1 
don't blame him. It was horrible, the screening was over and 
everybody's sitting there, not a word spoken. Just a heavy, 
heavy silence. I took the film back, put it back together the 
way it came from the lab, which was an absolute pain-in-the- 
ass, and started to re-cut it from scratch. What а mess. Ї want 


то kill the egoistic son-of-a-bitch.” 
From there, the problems snowballed. “1 had trouble 
raising finishing money. 1 sold the film to Commedia for. 
$200,000, which would have been a pretty nice profit for 
me, well over double my money, but they only paid about 
75,000 of ihe $200,000, with which 1 paid off my deferrals, 
but 1 didn't pay my house oT. I finished it with their money 
they released it, (they made seventy or eighty prints but it 
prety much failed în the theatres, as far as 1 know) and then 
they gave it to a guy named Jon Edwards to sell to video. 
Prism picked it up and made quite a bit of money with it, 
none of which, as far as I know, either Frank Evans 
(Commedia), nor I ever saw. Jon must have kept all the 
money. The profit was supposed to go back to Commedia 
but 1 don't think it did, I think it stayed with Edwards, So 
T'm one step removed from it, I'm not sure | have any legal 
scourse. The irony of the whole project is that it was 


‘originally shot to go straight to video. Frank however 
thought it could play big sereen, hence the prints. Commedia 
жав a penny stock company out of Utah. In reality what 
Frank wanted to do was drive up the price of the stock and 
‘thea sell his shares. In later years he went to prison, not for 
that but something similar, Some kind of stock manipulation 
Distributors think that they put t out there and any money it 
makes should be theirs. I've been through this with every 


movie I've ever made." 


Lethal Pursuit and Molly and the Ghost 


It would be seven years before Jones directed again. Lethal 
Pursuit (1988), ха movie, has a couple of 
nice stunt Kent again, albeit in 
minor role, but it's essentially the sort of late night cable TV 
filler that passes your yes without your brain ever rising to 
the bait. The machismo is of that peculiarly sort that 
has men with bad hair and trashy leather jackets throwing 
shapes at each other, while chicks with slightly bigger hair 
prove their worth in a man's world by wearing distressed 
jeans. Lethal Pursuit is the only Don Jones film 1 felt 
indifferent to as it played. The clement of surprise, of the 


SOME LIVE 
FOR THE HUNT. 
OTHERS.. 


FOR THE KILL. 


perverse, seemed lost in an eighties mulch, Part of the 
problem is an extended prologue that takes place at nig 


amongst characters of interchangeable unpleasantness. The 
film gets cheesier, and thus slightly more fun, as it 
progresses, thanks to ап ill-starred romance between good. 
girl rock-chick Debra (Mitzi Kapture) and psycho-hunk. 
Warren (Blake Bahner) to the dismay of nice-but-dull 
(John Stuart Wildman), I's the sort of film where people so» 
things like “Иштен crazy but the dude ain stupid man. 
in camest tones that suggest half-time interviews in TV 
wrestling have taken the place of acting clases 
Fortunately, Lethal Pursuit was а short-lived dip in 
Jones's filmography. He himself dryly remarks that Mol 


‘and the Ghost (1991) i "not the best thing ever did,” bu 


Nightmare USA 


having tracked down a copy, I have to say I rather enjoyed it 
Shot brightly and efficiently on 16mm, i tells the story of 
lascivious teenage tramp Susan (Ena Henderson, in a 
memorably tay performance) a “bad seed who arrives 
penniless at the posh pad of er sister Molly (Lee Darling) 
Although welcomed into the house, within minutes she's 
aling. prying and setting out to seduce Molly's buff 
husband Jeff (Ron Moriarty), Despite Susan's best efforts to 
mplicate JelT in an adulterous bedroom clinch, Molly 
remains unconvinced and the couple close ranks against the 
litle minx. Pretending to withdraw, Susan instead psychoti- 
cally ups the ante by paying a hired assassin (Daniel Martine) 
то murder the tubbomly happy Molly. АП does not go 
according to plan. Due to unforeseen (and rather contrived) 
circumstances, Susan is murdered instead of her sister: but in 
3 twist with faint echoes of Mario Bava's Hatchet for the 
Honeymoon, her hatred for Molly extends beyond the grave. 
Susan begins haunting the couple, appearing in bedroom 
mirrors during their lovemaking and generally spoiling the 
marital ambience. You want more? How about astral 
possession, profesional ghost-debunkers, and spirit guides? 
lly and the Ghast is way better than 1 expected; it's like an 
afiemoon TV movie with а supematural sde-order and extra 
cheese. It has а flagrant, almost Italian tackiness that 1 found. 
irresistible. I's easy to imagine the film made in the early 
1970s, with Edwige Fenech as Molly and Erika Blanc as 
Susan, and some Euro-hunk like Howard Ross or George 
Hilton as the husband, Susan is such а spiteful lite bitch that 
death and the advice of a motherly spirit guide fail to 
‘guell her sexually frustrated stroppiness. It's not perfect by a 
mg shot ~the title music is so cable-TV soap you almost 
sive up on the movie before i's begun 
found I was dying to watch it again. 
Jones has mostly retired from the film industry today, 
and spends his time working on novels, such as his 


but a week later 1 


Southem-set ghost story 
isa itle vague ге 


Ama and the Poltergeist. His 
sanding the early days of his 
career, and he's unperturbed by the obscurity of his firs 
three films: since Ве never did retum to the adult cinema, we 
сап assume that his interest in these pictures ended as soon 
as the last metre of film passed through the shutter. 
However, he's pleased to know that Abducted has been 
cherished and admired, and glad also that The Forest has 
picked up fans on video after its misfortune in theatrical 
distribution. The exploitation cinema scene that nurtured his 
best work may have disappeared, but Jones's films will 
continue to entertain as they find their way onto DVD. And 
as long as there are people out there who see that alternative. 
title and think, "Oh my God, they can? сай a film 
Schoolgirls in Chains!" his name will always be guaranteed 


1 This im is also frequently erie to Olympie International 


2 “The dolls in the credits scene belonged to the woman whose 


house hs all shot in," adds Jones. 


3 Waters appeared in Мах Baer Js Macon County Line (1974) 
in which she played one of the four leads, a hitch hiker. She 
Squad, а feminist vigilante it from. 
AIP which is so poorly conceived and executed it actually makes the 
tape-klle lok like less ofa dope than the victims, and £x 
1, by Kent Osbome. If these choices represent the 
jection of sleaze, she was badly advised? 


4 The IMDB confuses Harrison with his British namesake, а TV 


director of such fare as clie and Ballvtissongel. 
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chapter 5 


addendum 


A Visit from 
Gary Kent 


н rm he men ‘of Don Jones} closest friends and allies in the film industry. Hey 
also а тше gentleman and has been a constant source of friendly encouragement during the writing of this book. While 


ы 


ims as director fall outside the horror genre, his fascinating, genre-busting The Pyramid (1975) is a spiritual enlight- 


ment odyssey that speaks the language of the sixties counterculture and deserves greater recognition. Inthe following 


Pages, Gary describes his journey through the 


1 was born and raised on a ranch, in Walla Walla, 
"Washington. For me, getting to town once a month and 
seeing a movie was like а trip to a foreign country. Dad 
(Ап) was a rancher and sheriff, macho to the bone. Mom 
(Viola) was а homemaker and a writer, a good poet, she 
жэл published in several Northwest papers. Four sisters, 
fo brothers. I had my own horses all the way from grade 
school to high school, rode in some little punkin’ roller 
rodeos, got some applause, thought 1 was Gary Cooper 
‘and Burt Lancaster, couldn't wait to get out in the big 
‘orld and find out for sure; so second year of college, I 
Joined the Naval Air Corps, In school, 1 had my nose 
broken playing football, so I tumed out for the school 
play, fell in love with Drama and the stage. Hooked! 
After discharge from service where I spent two years 
sting for the Blue Angels Flying Team, 1 did radio and 
Sentre in Texas, where 1 had been stationed with 
Headquarters Flight Unit, 1 tried out for the Playhouse 
Theater in Houston, and was signed on as the juvenile 
езй for a season. 1 did a number of plays. including. 
Shakespeare, and even directed a couple. The ingénue 
‘ead was Katherine Helmond. When the Playhouse ended 
e season, 1 grabbed a Greyhound bus for Los Angeles to 
sce what movies were all about. Worked several jl 
private detective, bouncer, parking cars, ete, Finally 
Sangled my way into a job in the mail room at Allied 
Artists Studios, and bugged everybody till 1 got a job 
doing some rough riding on a George Montgomery 
estem, King of the Wild Stallions (1959). They gave me 
‘one line to say, and that got me in the union. 1 was off 
sod running. Did three more flicks at Allied before we 
parted ways. At night, I belonged to several acting. 
‘soups. The town was full of young, antsy and artsy 
Sctors from all over the spectrum, and much of the good 
Sork was being done at night, in the Tittle theatres and 
Seting groups. The studios were still pretty much of a 
‘Star Search’ kind of operation, and, frankly, behind the 
times creatively, The groups had Jack Nicholson, Harry 


A Visit from Gary Kent 


novie-making landscape of the sixties and seventies. 


Dean Stanton, Bruce Dern, Monte Hellman, ete. We were 
all young and too nave to take no for an answer. A great, 
vital time to be young and in Hollywood. We just made 
up our own rules. 


Devil Wolf of Shadow Mountain (1963) 


1 made friends with а stuntman actor named Bud Cardos. 
Не had this script, Devil Wolf of Shadow Mountain. Bud 
had always wanted to play The Wolfman, and this story 
was about a young rancher who is bitten and infected by a 
devil wolf. It was somehow decided that 1 would direct it, 
having had the most film experience. (After all I had 
worked in a mail room!) We shot quite a few scenes. Bud. 
жаз great in the part. However, about halfway through, the 
producer, a horseman named Johnny Carpenter, ran out of 
money, We shelved the project. That was it, until years 
later | heard that Carpenter had gotten completion money, 
so he shot some pick-ups and released it. 1 have never seen 
the completed work, but I sure fell in love with film work 
getting it started. Bud Cardos has no knowledge of a 
‘completed film, either. Johnny Carpenter was known for 
working with disabled and blind children, for which he 
was much admired, Film-wise, he was a bit of a rounder, а 
scammer and schemer... but likable... a jolly fellow who 
felt that he and John Wayne were the only early cowboys 
who looked tall in the saddle. Johnny Carpenter was about 
five foot five. The photographer was Lewis Guinn, sound 
recorder was Bob Dietz, and as well as 1 can remember, a 
fellow named Beau Wilson did Bud's makeup. Beau was 
related to the famous Westmore make-up dynasty. John 
(Bud) Cardos а good friend, although we see each other 
‘much too seldom. Like all of us old stunt guys, he has a 
few aches and pains but is otherwise hale and hearty. Не 
lives in the San Fernando Valley, and keeps some horses 
and mules on property out in the mission hills. He still 
‘owns the rights to Devil Wolf of Shadow Mountain and has 
talked about re-doing it some day. 
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Hellman's Ride in the Whiebwind (1965), 
ind The Shooting (1967) 
Richard Rush's Hells Angels on Wheels (1967), 
and Роусй-О (1968) 


1 heard there were a couple of westems going to Utah, and 


that they were lookin 


interview, told them I was а stuntman, and 1 got the job 
Jack Nicholson and Monte Hellman had put the deal 
together with Roger Corman. Paul Lewis was the 
production manager. We became good friends, and that was 
the start of my work for AIP, as Jack and Paul were AIP 
regulars, The pictures we shot in Utah, Aide inthe 
Whirlwind and The Shooting 


ave become more or less 
icy had Warren Oates, Millie 

Perkins ond Cameron Mitchell. The assistant cameraman, 
Gary Kurtz, later be 
was Jack who hired me as stuntman on The She 


classics. Besides Jack, 


ге Lucas. It 


me a producer for Geo 


Ride in the Whirlwind, so 1 have known him for some time. 

He is a fairly handy guy, and easy to stage action with. 
Dick Rush would always let his stunt coordinator 

decide where and when. regarding fights. This allowed 


to be constantly creative. In Hells Angels on Wheels, L 
followed a theme in each Right a “Pier 6 donnybrook in 


the bar; Roman Coliseum inthe swimming pool (Christians 


and lions, bikers and rednecks); running the gauntlet when 


round. So, оп Psych-Out 
a be in the junkyard 
anyway, I've always wanted to stage something there 


the sailors came off the merry 


трах asked Dick, since we're ре 


all 
that metal and rot, 1 guess. Dick said yes, and I just took 


ту guys there, stacked some ears, and а few props, ete 
The stunt 
Adam [Roarke} did the close-ups. Jack was always a dream 
шу to double, as he would watch the fights and repeat 


shot, then Jack and 


even the body language. He always approached his work 


very seriously, partied litle except with his current love, 


alone somewhere. Afer the day's shoot, you wouldn't see 


him until mom. Didn't drink, and back then he didn't 
wed his w 


smoke, except for pot. Loyal to his friends, 
There were, for me, certain directors who always raised 
the bar a litle, both in treatment of their cast and crew, a 
overall artistic content of their films. Richard Rush was, 
me, the top of that list. Frequently, when you don't have 
the time or money, then real creativity and inventiveness is 
called upon. 1 can recall the joy of being the “special 
effects? man on Psyeh-Out, where 1 was asked to design 
have a itle girl 


bad trip on acid (the fire sequence) an 
vomit up "black ooze". finally hit upon the combinati 


chewed liquorice, backed up by a side shot of Sheli 


angle. The combination of the two was amazing, and 
served the purpose perfectly. Ah, the magic of it all! 


Targets (1968) 


Т belonged to this acting group, and Peter [Bogdanovich 
showed up as a possible director for one of our projects. H 


lived in a litle house out in the San Fernando Valley wi 


his wife at the time, Polly Pla. (an enormous talent in Ве 


own right). Peter had done some editing for Corman, and 


got the financing for this little film he and Polly had 
Written based on the Texas Tower shootings. Polly h 


been in Texas when a fellow named Charles Whitman 
climbed to the top of the school tower and b 
people. He killed sixteen before the police killed him. 
So, Polly and Pete wrote Targets, loosely based on that 


incident, and also, making a statement against guns. Pete 

oup and called me in. 
xr. They hired me to play 
the oil field worker and do all of the special effects. 1 did 


remembered me from the g aul 


Lewis was his production man. 


all ofthe shooting in the film, including the big shootout in 
the drive-in at the end. The film was a good project, with 
many who went on to bigger things in the industry, (Lazlo 


Kovacs, Paul Lewis, Frank Marshall, Mike Farrell). 


Nightmare USA 


Swingers Massacre (1973) 


T came on the 


ture late. 1 was in Seattle, staying with 
Jatives, and recovering from a love affair gone south by 
ring a larg nt Scotch, when 1 got a 
frantic сай from Ron Garcia. An actor had to drop from 
his film, and Jonesy had suggested me as a replacement. 
Could 1 come back to L.A. right away? 
Тат nota fan of Ron Garcia as а film maker. I 
st and rather fancy him as a cinematographer, but 
imaker? No... What sold me on the film was the idea 
that I would get to do a lingering death scene inside an 
automobile withthe camera pretty much on me. Now, 
into do a lingering death scene? Its 
part of our hopes and dreams list. | remember this strange 
айе fellow, Dave Arthur, who was the producer, and his 
wife, the writer, who hovered around the set, convinced 
at this would be a “winner”. Mr. Arthur had made some 
sort of deal with Ron and Don (two pictures for the price 
f one, I imagine). 1 did not know the rest of the cast. Th 
id creative thing that occured was when 
ле of the actresses blew her fuse at her co-star, insisting 
that he had acted like а slob, and in doing so, had ruined a 
p Those fireworks 1 remember, 
and also that it took Ron Garcia forever to get a day's 
filming done. | was supposed to work two days, then 
setum to Seattle and that bottle of Scotch, Well, Ron's 
days were longer and more tedious than his ultimate. 
product. Two days streched into four 22-hour days, cast 
and crew reduced to going through motions. No wonder 
film is a bore. Wish 1 had more to offer about the 
whol 


bottle of exce 


what actor doesn't 


tly good love scene, 


hing, but 1 was just in and out, so to speak, and 


have never really seen the entire film. How was the ear 
scene? Bloody awful, ГЇЇ bet. 


The House of Seven Corpses (1973) 


n, Paul Lewis, who w 
producer, beg 


now working mainly as а 


into recommend me for Producti 


Management jobs. This was опе, We took the east and 
crow to Salt Lake City, Utah, where we had talked the 
Mormon Church into letting us shoot in their Historical 
ety. Everyone in Salt Lake treated us 
was directed by Paul Harrison, (writer of H.R. Pufnstuf, 
ha М stalwarts, John Ireland and John 
Carradine, Ireland was into "smoke", and rolled those 
funny maryjane cigarettes and passed them around. 
Carradine was strictly a drinker. Every night, after 
shooting. he would shower and dress for the evening 
(uit and ti) and adjourn to the bar, where he would. 
drink for hours and tell these incredibly funny stories 


about his years in show business. He was a crowd pleaser, 
that's for sure, Paul pretty much let me run the show, and. 
1 actually brought the picture in under budget! A firs! 


Phantom of the Paradise (1974) 


1 had just finished working stunts on Freebie and the Bean 
in San Francisco, for Richard Rush, 1 was anxious to 
direct, 1 got a call from an acquaintance in Dallas, Texas, 
asking me to come down and direct a movie for him. 1 got 
and found he did not have the money. 1 took an 
apartment in town, as my love relationship had just gone 
sour back in L-A. and 1 de 
movie going (The Pyramid), While working on the scrip 


ided to stay in Dallas and ge 


A Visit from Gary Kent 


1 got а call from Paul Levis. He was bringing Brian De 
Palma to town for Phantom of the Paradise, and wanted 
me to help him on production. Brian hired me, Paul got in 
ап argument with the producer, Ed Pressman, and quit. 1 
inherited the production end of the film. The picture was 
in absolute chaos when it arrived in Dallas, no one 
speaking to anyone, no pre-production done, no sets, props 
or locations, Anyway, 1 put together a group of Dallasites 
‘who jumped in and helped me get it done. We had a ball 
tying to make Dallas look like New York. 

A New York and L.A. crew, stuck in Dallas over the 
Xmas holidays... whew! Everyone was into a strange and 
personal scene, being away from home on the holidays, 
stuck in this redneck southern town. We partied hearty 
trying to keep spirits up. Everyone bonded at the 
Christmas banquet, which Paul Williams, the lead, had 
catered, A veritable fe 
grapes, the best wine and champagne — he was a class act, 
and put on a class dinner. After that evening, everyone got 
along prety well, although we all caught the Пи, and 
passed it around like popcorn. It seemed there was а 


Tre cantando 
Paradise partes ha 


sast — duck, ham, turkey, yams, 


min-B 


doctor constantly on the set, giving everyone vi 
shots and Vicodin. Brian De Palma was a perfectionist 
who kept to himself and communicated with only a few 
members of his crew. We had trouble getting information 
from him regarding the schedule. A quiet, intense man. 
‘who believed in Ouija boards and the like. Did not have 
much of a sense of humour, but knew his camera ang 
A good filmmaker, but 1 d 

somfortable having a laugh with him. 


"think а crewperson would 
feel 


The Pyramid (1975) 


At dinner one night back in San Francisco, one of the 
stuntmen on Freebie and the Bean, Al Wyatt, told us he 
had just returned from Egypt, visiting the pyramids. The 
dinner turned into а delightful discussion of all things 
mystical, The conversation and excellent Merlot lingered 
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long after the evening ended. Remembering this, 1 sent a 
Tom Kelly, who had 
written The House of Seven Corpses = and asked him to 


friend of mine some money 


write me a low-budget seript, "What about?” says Tom. 
‘Oh, 1 don't know, how about something about pyramids, 
nd mysticism?” Well, Tom took the money and smoked. 
a lot of very nice ganja, but never wrote а lick. The 


Phantom of the Paradise group returned to Hollywood, 
but {stayed in Dallas, convinced that, withthe group of 
kids 1 had put together, 1 could make my own movie if 1 
just had a scrip, Since Tom didn't get it done, 1 decided 
to write it myself 


Now, being an actor in Hollywood who also does 
stunts you are usually the bad guy, You know, "Thug 
or “Thug #2", and the films you work on are usually 
violent. 1 decided that, as a filmmaker, 1 wanted to try 
something different, something nobody else would even 
attempt. I wanted to do a very personal film. 1 sat in my 
little Dallas cubby-hole apartment and started writin. 
{ soon found 1 had no real interest in the "Pyramid. 
Power’ fad —1 am neither a scientist nor mystic — but 1 
was very open to positive forces, and needed to do some 


examination of my own inner consciousness at the time. 
I was on my own quest, so to speak, and decided to see if 
maybe I could encapsulate a fictional story into the 
process, and come up with а new and unusual film. This 
energy drew to me a variety of real mystics, scientists, 
spiritual gurus and nuts of all varieties 


ıd persuasions: 
1 was introduced to astronauts, neuto-psychologists, 
people that talked to plants, ete. 1 cast some of these real 
people to interact with the imaginary characters. Ed 


Mitchell, sixth man to walk on the moon, plays himself 
at the observatory. This was more or less a first, 1 talked 
them all into being in the film, threw them into the pot 
along with some music and stunts (1 couldn't resist). 

Then Gregory Peck's son committed suicide in a 
Santa Barbara TV studio, And a woman news announcer 
in Florida had actually done herself in on camera. Since 
had at one time been а young news reporter, I knew some 
of the pressure there was to dwell on the sensationally 
sordid, or the sensationally insignificant. 1 looked up the 
word “pyramid”, found it translated as “fire in the 
middle", and decided, well then, there's my story: a 
reporter who has grown tired of the usual crap, and takes 
his personal quest and nose for news into the forests of 
consciousness, whatever that t 


ied out to mean. Sort of 
a ‘Siddhartha of an American Newsman’ 

"When 1 started looking for money, whi 
nowhere, the phone rings. An old friend from 
Sacramento, Mike McFarland. He had some money, a 
wanted to make a film. Would 1 be interested? Now, what 
are the chances of that happening other than “in the 
movies"? И was not much money, 1 had to shoot the film 
оп a nickel and a dime and a lot of favours. But the film 
got made, and along the way an incredible amount of 
‘unusual and mystical happenings occurred. Not justto. 
me, but to the cast and crew. Some had their lives 
‘changed positively, and many developed а deeper 
awareness of this interconnected universe 

The male lead in the film, Charlie Brown, was shot 
and killed in a liquor store robbery before the film was 
‘out of the editing room. Charlie had just dropped in to 
run the cash register for a friend, who wanted to go see 


his girl. Two unknown assailants robbed the store, and 
needlessly shot Charlie in the back of the head. The 
female lead, Tomi Barrett, became my wife. 


The Pyramid was a late entry at ihe Cannes Festival 
im 1975, But still got rave reviews and made several 
sales. When I told the suits this film was about 
consciousness they said, "Huh?" But 1 can guarantee you 
that in Houston, in 1975, for thirteen weeks, Pyramid 
was the hot ticket for new-agers, stoners, bikers, intellec 
tuals, film folk, ete, That alone made it worth the effort. 
At the USA Film Festival, їп Park City, Utah, (now 
Sundance), Pyramid won best of category, Docu-Drama. 
We signed a deal with a distributor, and the film opened 
in Dallas, San Antonio, Houston, ec. It got rave 
Ба Mitchell was flown in and given the keys to the city 
of San Antonio — then 1 
with the numbers. 1 sued him to get the film back. The 
case went to trial, took a year. | won, but by then 1 was 
broke and on to other things. Pyramid sat in my garage 
for twenty some years, until a film writer for the Austin 
Statesman happened to se it sitting there and asked to 
1 set up a screening, cringing because the film was 
so long in the tooth. Well, he loved it. It became the 
‘opening film for an Austin Film Festival fund raiser, and 
sold out the house. Then BijouFlix made an offer to put 
las, it's getting an 


it out over the internet, and 


audience 


Gary Kent is currently working on his autobiography, 
Shadows and Light, Journeys with Outlaws in 
Revolutionary Hollywood, a volume that should be on 
‘every self-respecting film fan's must-have list.. 
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chapter 6 


Louisiana Screamin' 


Wilson & Richard Wadsack on 
Screams of a Winter Night 


James L. 


Screams of a Winter Night (1979) 


in 1979 and distributed by Dimension 
Pictures, the emticingly named Screams of a Winter 
жаз made in Natchitoches, Louisiana, far from the 
J Rim centres of Los Angeles and New York, 
today, in a film market where sensation and excess 
e the roost, it blows in like a sepulchral draft from a 
л age, when a horror story could safely take its 

şe building its scares. t has its flaws, as with any low- 
get film, but they're offset by a gradually thickening 
sphere of supematural menace. The film was aimed at 


sly teens, so goriness and overt violence are not part 
he package — however, as a scary campfire 
compendium for younger viewers, made before teenagers 
те familiar with such well-oiled death machines as 
tlien and A Nightmare on Elm Siret, it has charm to go. 
ih the chill, It's also perhaps the only compendium 
film in which the wraparound tale is the best part of 
он, building up into a genuinely unnerving climax 
^at must have sent its young audience home with their 
thrumming like phone wires in a high wind. 
A group of ten friends take a weekend vacation in a 
Coyote Lake, so-called by the Indians 
is that scour the 
(Matt Borel), a horror fan and 
al joker determined to exploit the creepiness of the 
tes the group a story about "The Moss Point Man’ 
з monstrous wood-dweller whom a local 


ri and her 


ind were reputed to have encountered when their car 
broke down in the woods, John's friend Steve (Gil. 
ow) joins in, with the tale of a hel 


ost stories, no-one notices that the wind has begun to 
e. Elaine (Mary Agen Cox), unimpressed by the spooky 
so far, recounts the story of a psychotic ‘girl-next 
door" who embarked on a killing spree after а sexual 
salt tipped her over the edge. This unnerves the already 
ry group, who by now ean no longer ignore the 
ling wind outside. The intensity of the last tale spills 
er into the room. As the party descend into hysteria, 
ent forces tear at the lod 
with a terrifying reality. 
Screams of a Winter Night starts out as a fairly routine 
genre excursion but builds up in its second half into а 


ion in а nearby haunted house. Distracted by the 


e, eclipsing the scare-stories 
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Inthe shadow of evil,in the echo of sins. 
Inthe icy stare of moonlight, our ghostly tale begins... 


‘when the kids 
arrived at the lake 


tease gt 
Мәгез beckons те Second segment ol 
‘Serene of a Winter Wight 


арго page. эур of mages, fom top: 
Беу Мел узуга те qel gi whos 
poet tot 


бету 2 t sett п те frst өе ше; 
тетет ше. a pis encounter wih a 
эзле cue Hoes руна: 

Res cate se те nudes rg. 


tense supernatural suspenser The onset of conviction 
arrives а tad to late to completely salvage the film's 
reputation, but i's nevertheless strong enough to pluck it 
from the mire, Originality isn't of the essence here: from 
the get-go, this unleashes a classic scenario that’s part 
Scooby-Doo. part Weird Tales. The collection of rural 
grotesques who gather round the van when our gang of 
happy campers stop for pas are straight ош of Deliverance. 
(except for cute William Ragsdale, who eventually became 
ıa star in Fright Night six years later), and the hints of an 
Indian curse on the woods ensure the tale resides squarely 
in the comfort zone of seventies horror: and let's not get 
too snobby about comfort zones, afier all they're 
frequently visited by royalty — Stephen King would be lot 
without them. Clearly we're not going to face anything 100 
challenging or disturbing here, but you can't watch The 
Last House on Dead End Street very night, can you? The 
fact is, this is simple fare, bouncing merrily up and down 
the scale between hackneyed and thrilling — if the sight of 
а camper van driving through sinister woodland to a 
remote derelict cottage in the woods gives you a 
pleasurable frisson of expectation, you'l find there's some 
good creepy fun to be had. 

"The problem for a modem audience is that you have to 
be patient to get to the good stuff. The structure of the film 
is potentially ideal for an incremental series of scares, 
escalating from schlock fright-stories to out-and-out 
Supernatural terror. But after an innovative and genuinely 
unnerving opening (we hear the previous occupants of the 
lodge die in terror on the soundirack, played against a 
black screen). and the arrival scenes mentioned above, the 
first story-within-the-story pays off so minimally it's a drag 
on the rest. There's an obvious commitment to the art of 
suggestion (gore is entirely absent) but such а vow of 
chastity requires a great deal of imaginative investment: 
fear and madness are fine spectres to call to the table, but 
they need a litle more energy than Screams ofa Winter 
Night initially possesses. Too much time is wasted on 
creeping around in the dark. 

However, as the football pundits say, this is a game of 
two halves. (Actually, three halves with a wraparound, but 
that doesn't sound quite right...) Once the tide tums and 
the film begins to cook, tall gets distinctly alarming. and 
‘the actors do their utmost to crank up the tension. Granted, 
the girls are the main focus of terror: in fact female hysteria 
is so intense towards the end that you'd be well advised to 
tun down the treble on your TV set. But sexism be 
damned, not ll women can be ass-kicking Amazons, In 
fact the shocks are so well marshalled in the final scenes 
that afterwards you come away with a vastly improved 
impression of the picture than you would have admitted 
earlier on. (| wish George Romero had seen this, because if 
ever a “portmanteau” horror film needed a better 
‘wraparound it's Creepshow) 

‘One of the film's best ideas is to have the actors inthe 
wraparound story play the characters in the other stories. 
As well as making good use of the available cast, giving 
‘ach actor a second bite of the cherry, it makes sense ina 
diegetic sense too: those listening would quite likely 
visualise the tales using their friends” faces to fil out the 
sketchy stories. You can imagine this technique paying o 
beautifully in a Fassbinder tale of warring couples regaling 
cach other with mean vignettes at a party; and it's worth 
suiting away for future reference if you're thinking of 
writing a low-budget script 


Story One, "The Moss Point Man’, is about as basie as 
ıa horror story can get, featuring some kind of Bigfoot in 
the night — the very dark picture on video does the 
episode no favours at ай. Story Two, although hackneyed 
as hell, works itself up to а sucker-punch ereep-out finale 
that brings to mind the end of The Blair Witch Project, 
with its reliance on a big build-up to a shuddery last 
image. A fraternity initiation dare to sleep overnight in a 
haunted house is accepted by three friends. After two 
have gone missing while exploring the upper reaches of 
the building, the third sets off to see what's become of 
them, and after much tenseness and shadowy 
apprehension, he opens a door to find... well, something 
haunting and subtle and likely to scare you at bedtimes if 
you're a twelve-year-old with an overactive imagination 
"There's still enough of a thrill to this to please me now, 
but 1 just know this would have left me afraid to close my 
‘eyes at night if Md seen it when I was young = in its 
horrid implication it feels like a moment from a Robert 
Aickman story, in which the horror is so understated you 
can almost, but not quite, miss it. 

Mary Agen Cox is excellent as "Elaine", the cynical 
odd-one-out, who mocks the ghost tales her friends have 
been telling, and offers in their place Story Three: about a 
sexually repressed girl turning psycho after an attempted 
rape. Beverly Allen acts out the role most convincingly, 
with shattered innocence turning to puritan bitlemess, and 
it's also a relief to see what Wilson can do with scenes shot 
in daylight! Her performance segues into the wraparound 
story, where Matt Borel's “John is still giving us the classic 
nerdy horror-freak, always going too far with his practical 
jokes, For a fan of the slasher subgenre, ‘John’ is an old 
friend, and it's easy to imagine Borel tuming up in much 
the same role in Madman, The Burning, My Bloody 
Valentine or Final Exam, He's distracting and enjoyable 
enough to act as a slight of hand manoeuvre when the 
scares begin to ratchet up in the final scenes. The wind 
rises, whips up the hysteria, and you may find yourself 
wondering quite when the film got so scary — а neat piece 
‘of narrative construction. As for the destructive finale itself. 
the cast really go for it with some impressive shrieking and 
panicking, and rather surprisingly the whole thing works 
just fine without a giant optically-composited thingamajig 
putting in an appearance. 

There's enough going right in Screams of a Winter. 
Nigh to make you curious about what Wilson and Wadsack 
‘could have delivered next, Sure it's a bit shaky on its fet 
at times, but it's a fine calling card to the industry. Ins 

ally too bad the industry never got the message. 
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James Wilson & 


Richard Wadsack 
Interviewed 


еее ос Nk tom nnd 
word meaning Place of the Paw-Paw) is the oldest 
permanent settlement in Louisiana, А small but historic 
town, it was founded in 1714 by French colonists to 
promote trade with the local Indians and the Spanish in 
Mexico, Thanks to its status as an early river роп, it played 
key role in the commercial development of both Texas 
and Louisiana: goods, including livestock, deer hides, salt 
ind tobacco were shipped by river from Natchitoches to 
New Orleans. Expansion occurred after 1803, when the 
Louisiana Purchase, often refered to as ‘the greatest real 
state deal in history”, almost doubled the size of the 
'nited States. 828,000 squa 
alled The Louisiana Territory were bought “for a song 
топ the French for $15 million: thirteen new states were 
red from land stretching Eastto-West, from the 
Mississippi River to the Rocky Mountains, and South-to- 
North from the Gulf of Mexico to the Canadian border. 
Natchitoches grew rapidly as Americans rushed into the 
иеа, introducing cotton plantations along the Cane River. 
However, in the 18305, the river shifted its course about 
jive miles east of town, leaving Natchitoches without a 
ect outlet to the sea except at high water. What remains 
today is the Cane River Lake, a beautiful, meandering body 
sf water about thirty-two miles in length, lowing through 
downtown Natchitoches and on to the Plantation Country 
The original inhabitants of the region, the Choctaw Indians, 
spread across Louisiana throughout the late 18th and 
throughout the 19th Century, sometimes displacing other 
smaller tribes, and refusing to be swept away by various 
them off to the Oklahoma 
ice can be felt in Sereams of a 


e miles of what was then 


saties designed to shut 


settlements? Their influ 
Winter Night, with its wraparound tale, drawn from Indian 
legend, of a powerful wind that springs from nowhere. 


The Louisiana Cavaliers. 


ve writer of Screams of a Winter Night, Richard Wadsaek, 
was bom in San Antonio, Texas in 1946, but brought up in. 
Shreveport, Louisiana, where his father 
sioned officer in the US Air Force, was based. It's a town 
“Neither of my parents graduated. 
я school, but my father was one of the most intelligent 
ple I've ever known and my mother strongly 
encouraged me to take interest in all kinds of music and ihe 
he recalls, “One of my earliest memories is of 
sar outings to the “Louisis 
Municipal Auditorium here in Shreveport. Slim Whitman 
4 about four blocks from our house in the early 1950s, 
1 have a photo of myself backst 
with Red Sovine.” 
cer type, enjoyed a brief stint in showbusiness: “He left 
family’s Kansas farm in the 19305, looking for 
adventure, and joined the Floto-Tom Mix Circus, as groom. 
to Miv's wonder horse", Tony, When the season ended, he 
ied the Amy." 


he still ives in today. 


her arts, 
ed at the 


Wadsack’s father, not your average 


Wadsack's earliest movie memories are, “a jumble of 


scenes from cowboy pictures and scary jungle films in. 
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Which the tives were generally someting well beyond 
ilins, ios, quicksand and в host 
of other dangers loomed lage My carliest intact memories 
m 
Invades from Mars. Most of what was on movie scr 


ate of Invasion of the Body Snatchers, The Thin 


sof 


my youth was little more than distraction, bul those 
pictures compelled my attention, and they stuck.” 

After graduating high school Wadsack went on the road 
fora while, playing trumpet with a travelling lounge band 
before deciding to give college a try. Six-and-a-half years 
late, he'd cared а BA in History, and the question of what 
то do next arose once again: “I had no idea. | thought 
advertising might be ап allright job, if you had to have 
‘one, and I eventually landed a position with a small, 
backwater ad agency. Then, а fellow 1 had met in coll 
became lead executive for an outdoor historical drama that 
was starting up in Natchitoches, and I conned him into 
hiring me as its publie relations director. also persuaded 
Jim Wilson 
ту freshman year at school and we had become 


o come to work for the theatre, I'd 


he was at the time, а 
The play, 
Louisiana Cavalier, was written by Paul Green (1894. 
1981), a North Carolina bom playwright who had won the 
Pulitzer Prize in 1927 for his play, In Abraham Basom. 
Green, whose plays frequently spoke out against racial 
prejudice, Iynchings and the brutal chain-gangs of the Deep 
South, wrote Louisiana Cavalier in 1976, and it received 
its Natchitoches outdoor premiere in 1977, but by then, 
Wadsack feels, his glory days were behind him: “Cavalier 
was just awful, so far as Jim and I were concerned, and we 
began working out what we thought would be great 
improvements, and conspiring together on how to get them 
introduced, A crazy notion, of course, and our schemes. 


He wasn't having much fun wher 


for the theatre. 


went nowhere, For reasons not limited to the scrip, the 
play's first season was a disaster. 

James Wilson, the director and co-producer of Screams 
of a Winter Night, was bomn in 1947 in Shreveport. 
Louisiana toa middle class family background. “Our 
family's creative interests tended toward music, 


he recalls. 
Two sisters and I sang in trio, did family events, church 
Wilson began to take a 
serious interest in movies while at college: 


functions, ete. from time to time. 


came of age 
in the late sixtiesearly seventies, a remarkable time for 
cinema, Films like Midnight Cowboy, Five Easy Pieces, 
McCabe and Mrs Miller, M*A*S*H, A Clockwork Orange, 
moved away from mere entertainment and 
unlimited possibilities and a whole new way of looking at 
movies, After а couple of years of false starts in college 
discovered the theatre department and the performing ars 
1 moved quickly into directing, and in the last couple of 
years directed а half-dozen plays and several film shorts; 
Super-8 silent things, cops and robbers, car chases. After 
School, my first job was as director of an Arts Centre in 
Arkansas. The centre housed four arts organisations: a 
community theatre, symphony orchestra, ballet company 
ıd art league. The major part of my job was to direct five 
theatre productions a year. As а stage director, I took a 
serious interest in tage design and light 

With their joint experience in theatre production, 
Wilson and Wadsack were keen to apply their leaming to 

vent. Wadsack recalls, "One night. 

‘my wife and 1 were visiting Jim and his wife at their home, 
all of us drinking wine and talking about our 
and the absence of future prospects. At some point, 1 


ested 


something more perm 


atse ol rampaging 


announced that 1 was either moving to Mexico, or making 
a movie. Everyone though it was a joke, but I wasn't 
joking. I didn't know squat about making mo 

movie business, but 1 thought 1 unde 


od about dramatic 
structure and considered I had a talent for marketing. Jim 
in 


had directed several plays in college and at a sma 


community theatre, both our wives and many friends had 
either majored or dabbled ín theatre in school. 1 had never 


written a script of any kind, but from what I knew that was 


по impediment to success And we had zero prospects in 
any other direction. So we agreed to try it for a year and 
see what developed, and our wives — incredibly, it seems 


now = did not discourage us." 
Research and Development 


their own production company, Rincorda 
Inc., in late 1976, neither Wilson nor Wadsack had any 


prior experience directing features: Screams of a Winter 
Night was to be a combination of creative adventure 


business course and film school. Wilson had directed 


‘numerous TV spots and industrials, but nothing of a 
similar complexity to Screams, "We eked out a liv 


doi 
the plantation homes in the Natchitoches vicinity 
Wadsack explains, “which also gave us a bit of experience 
putting together a "Movie" - going through the process 
а rudimentary level. We soon learned about a tas 

loophole that greatly benefited fundraising for film 
production in the 1970s here in the States. 

"Wilson picks up the story: "Everyone was produc 
these films via a unique financial strategy that you cou 


advertising work and making a documentary ab 


use at the time. Limited partnerships allowed you to 


investors together and guaranteed they wouldn't lose 


money. When we fist tiptoed into it, we were under the 


impression it was going to be easy because of 


limited partnerships, but by the time we'd 
the ground in 1977, the law had changed so you could n 


longer raise money that way 
Looking Further into the possibility of local 
production, the duo realised that several filmmakers in the 


sa had completed and sold their own movies, includi 
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‘Chavis B. Pierce (Texarkana director of The Legend of 
ees Creek and The Town That Dreaded Sundown): Joy 


=k and Jim McCullough (respectively the Louisiana- 
esed director and producer of Creature from Black Lake); 
ers Thomason (Arkansas-based director of Encounter 
set the Unknown and The Day It Came to Earthy, and 

S= Bisckium (the producer of The Day И Came fo 

Se) “1 knew there was a good bit of independent 
або going on in our little region of Louisiana, 
Akama and Texas,” Wadsack says "Charles Pierce was 
= advertising executive who had scored big with The 
Segond of Воду Creek and gane on to semi-respectability 
ж The Tien That Dreaded Sundown: the MeCulloughs 
к= ie Shreveport were grinding out a series of family- 
ж===4 features; and the lovable dog vehicle, Benj, had 
=a s bundle for Joe Camp in Dallas. There were at least 
== other operations in Arkansas. Why not us?” Wilson 
mers: "We decided if they could do it, so could we. We 
sarod an advertising agency to support us while we 
Seem out how to finance and make a movie.” 

The most helpful local advice, according to Wadsack, 
e from Bill and Cliff Blackburn, two brothers from 
Аллаах, “We learned a whole lot about the details and 
afalis of theatrical production. They had hit every 
Sec i the road, and were generous in sharing their 
sespericnce and Know-how with us. We leamed that many 
Se movies were started than were Finished, and that 
îy to complete and failing to find distribution were the 
== risks facing investors.” Wilson, though also 
кто. found some of the Blackburns’ wisdom. 
аазы "Bill and Cliff Blackburn advised us: "Shoot. 
= ên and blow up to 35mm so you can shoot lots of 
Terrible advice, for a number of reasons, the main 
ee being you spend a lot of time shooting stuff you don't 

time, the industry average was a 10:1 
= ratio, and we were probably pushing a 30:1 ratio. 
Seat of set-up taking a couple of hours you might 
spat four or five, and then when you get into the editing, 
вату takes, and at the level we were worki 
çe between them was, frankly, negligible.” 
‘of their other words of 
valable: " Hire an experienced production 
sod siart him well in advance of shooting.” 
advice. In fact we took on Cliff Blackburn for 
And: “If you had any idea how hard this was 
be. you wouldn't do it — we figured that was 
e ка we did it anyway!” 

"ва Blackburn introduced Wilson and Wadsack to his 
ve Harry Thomason, who invited them to observe 
э monster movie he was making in Little 
Bock. Arkansas, called The Day И Fell to Earth. They 
к=з sound fora few days but left feeling they'd seen 
meg (See the review of Thomason's Encounter with 
ж nbn.) Wadsack also met up with Joy Houck Sr. 
жэ: ened several theatres in Shreveport and New 
‘Grice 1 didn't know ший I met Joy Houck, St. that the 
ж== of a downtown theatre and a drive-in here in 
ж==зероп derived from anyone's name. 1 spent some time 
= ıê of those theatres and always assumed that the Joy 
iere and the Joy Drive-In were named inthe spirit of 
a their owners hoped for their audiences. Definitely a 
Semer choice than Rex, Venus, Saenger, Strand, Don, 
rsen ete the names of other local theatres: although I'd 
eve appreciated shem more had 1 known future movie 
gisces here would be called Tinseltown, Eastgate 


нарога 
Bison did, however, find son 
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Multiplex, Bossier Cineplex 9, et! When 1 visited the old 
тап at his offices in a seedy stretch of Airline Highway in 
New Orleans, he showed me lobby cards of pictures he 
had produced in the 1950s. Poor White Trash is the only 
title 1 can recall, but they were all ofthe sexploitation. 
variety. It took balls о produce something called Poor 
White Trash can tell you, certainly in the South in those 
days” 

After brief meetings with Houck's son, Joy Houck Je, 
director of Creature from Black Lake, and local-boy-made- 
good Charles Pierce. whose hit The Town That Dreaded 
Sundown had been picked up for nationwide distribution 
by AIP, the duo felt they were clued up enough to begin 
seeking finance for their own stab at the big time. 

Wadsack had already written the finished script early on to 
secure funding. Now it was time to go looking for the 
money. He describes the process: "From the start our 
‘business plan included completion insurance and funding 
for a test market. I reasoned that if we could show 
prospective distributors real-life box office receipts, we 
would eliminate some subjectivity and greatly enhance our 
chances — and our position from which ro negotiate. also. 
figured that if we could succeed in reaching distribution 
with our first picture, we would position ourselves to 
move on, and learn how to make better movies as we went 
along. And our research revealed that, without question, 
the genre in which fledgling, low-budget filmmakers were 
most likely to be successful was ‘horror’. So that was the 
kind of movie we needed to make. This businesslike 
approach seemed most likely to appeal to investors, too, 
and after many dead ends and missteps, we found S. Mark 
Lovell, a wealthy real estate developer with sophisticated 
tax savvy and the cash flow to fund the entire cost on his 
‘own. The sex appeal of backing а movie, and the potential 
for huge profits, certainly appealed to Mark, and once we 
had convinced him that we had our act together, and had 
eliminated every possible cause for failure — after many 
meetings and his own research — he said “yes”. That was a 
pretty damn happy day" 

“ке were introduced to Mark Lovell through a family 
=; Wilson explains. "We pitched the movie 
and after several months of consideration he agreed 
ince the entire project. As best we can figure, Mark 
saw it as a trial project, which, if successful, he could 
resell to his investor pool. But that’s speculation; there's 
really no sound explanation, How a couple of kids from 
Louisiana who had never made a movie in their life were 
able to talk grown men into giving them several hundred 
thousand dollars to make one remains a mystery!” 

So, with Lovell’s financial assistance in the bag in 1977 
‘or very early 1978, a total budget of around $300,000 was 
nailed down; prety respectable for а small regional feature. 
"Wilson recalls: “We had about $250,000 for production and 
another $50,000 for test marketing. That budget allowed us. 
to do some things that we really thought were important. 
One was to have an original score recorded for the film. 
“That cost six or eight grand. We knew there were a lot of 
sound effects, so we spent a lot of money there, and we 
жеш to Ryder Sound Services in L.A. to do the mix. We 
paid everybody, on time, we didn’t ask for any defermen 
and we paid ourselves: nota lot, but we paid ourselves a 
salary. I've seen productions round about here in 
Shreveport, and they ask everyone to do it for free, and 
they get a buddy to do the audio, and they ve got sixty 
thousand dollars, to pay for the film in the camera." 


Teror grips те holdaymaiers as he жей 


The tony ced Gabi тәре eet 
one of he gang as hey gor те алу 


The title was Sereams of a Winter Night from the 
get-go,” says Wadsack, 

driven. We started w 
the wraparound storyline within which о create a unified, 


Like the story it was marketing 
hte "legends? and then sorted out 


rather than anthological piece. Two of the ‘legends’ existed 


in oral tradition and were widely known in this region of 
the US, and the activity — young couples geting together 
to frighten and бие each other with tales of teenag 
very popular. Our o s ‘How do 
you think those stories get started?" played that up, and 
promised to legitimize it 
"We had a specific market in mind — one that research 
эм did а Jot of movie-going,” Wilson explains. "We knew 
led a ‘PO? rating to have access to that market, and 
atthe time the rating system was still very conservative, 
So we were deliberate in avoiding graphic violence, drugs, 
and sex." 


“How do you think those stories yet started?" 
оой; Screams of a Winter Night 


Shooting took place during the summer of 1978, as 
Wadsack recalls: “It took over a year to reach funding, and 
about fifteen months from 


market release, The principal filming span 


hen until we broke the test 


4 five or six 
weeks, I believe. Three weeks, then a break of a week or 
so, and then a final week's shooting.” Wilson remembers а 
‘We shot a total of nine weeks, 
eks, then breaking for a couple 
of weeks, coming back for all the MOS shooting, pickups, 


slightly longer schedule 


shooti 


“Everything was shot on location in Natchitoches 
Parish,” adds Wadsack, "Having gone to college there and 
lived ther 


scouting and securing locations was one of the 
pects of the whole show for us. Most of the script 
was written with specific locations in mind. Grand Ecore 


Bluffs, where the crazy girl murders her overly-ardent 
date, has been a favourite make-out spot in the area for 


was a long-abandoned hotel in 

downtown Natchitoches, The dormitory was a dormitory 

оп the local college campus. The cabin and much of the. 
was located around nearby Black Lake. 


horror tale like this, t 


ie perform 
sd from his cast аге mostly above 


average. He shot the 


ibin scenes first, filming the 
cutaway stories afterwards, so 


for the most part all ten of 
the main cast were on the set together, which helped to 
develop an ensemble feeling. Wadsack recalls, “I wrote 
John and Cal, the characters portrayed by Matt Borel and 
Gil Glasgow, with them in mind. They and Ray Gaspard 


Harper] were cast members for Louisiana Cavaliers 
premiere season. Jim knew Beverly Allen [-Jookie] from 
his stint at a community theatre in Arkansas and we cast 
the rest of the main players from Dallas and Houston. 

Borel, in an interview with local paper The Times 
Picayune in 1979, explained: “Jim Wilson and Richard 
Wadsack asked members of Louisiana Cavalier to send 
résumés for a film they were putting together. What they 
had been doing was quietly watching us. They wrote the 
characters for us, so there were lines that sounded like 
things we would say. It worked out well." Of his 

They're total collaborators, total 

partners, to such an extent that it makes some people 
uncomfortable 


employers, he said: 


The decision to use the same actors in multiple roles, 
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Wadsack explains, "was probably motivated more out of 
practicality than sprung from inspiration. We had quite а 
Vd with as it was, and none of them 
objected to the screen time. There was some concer abou! 
possible confusion, but the device made dra 
те — that, in hearing the stories, listeners would tend to. 
relate personalities in the stories to similar ones the 


‘oF who were telling the tales 

Two alumni of Screams of a Winter Night went on to 
mainstream success. Handsome young William Ragsdal 
who plays a country-cuzzin garage attendant at the start of 
the film, found fame in Fright Night (1985), the hit 
vampire horror-comedy, and its sequel. “I had been 
working as director of an arts centre in EI Dorado, 
Arkansas," Wilson remembers, “and Bill was in my 
children's group up there for about three years, I think he 
was about fifteen. He just loved acting so much that we 
created a рап for him. 
Коп Judkins has climbed to the top of his profession, in 
Hollywood terms, as sound mixer (recording the 
production sound on-set) for Steven Spielberg, havin 
worked with him on Minority Report, Catch Me If You 
Can, The Terminal and War of the Work 

With production їп full swing, Wadsack and Wilson 
experienced the thrills, the pressures and the horrors of 
low-budget film shoot: "There was a night shoot for whic! 
the dailies came back so underdeveloped they appeared 
not о have been processed at all,” shudders Wadsack. 

Then there was a crew revolt - a stoppage over the 

slender variety of fruit juices and drinks served during 
breaks. One night not ong after we had secured the 
financial backing, the old downtown building in 
Natchitoches in which we officed bumed to the ground. 

rops and wardrobe, the production board, sri 
records, iles, new furniture, many precious personal 
items, All gone. Jim and I both lived within walking 
distance of the office and generally left everything there. 1 

a script home that night, or there 

nothing left at all. On another occasion 


On the crew side, sound mixer 


happened to h 
would have be 
law enforcement sw 


med a remote location where we 


were filming the scene in which the boy is hung up over 
the car, with his terrified date inside. Some local happened 
to catch a glimpse and assumed the worst was going on. 

s between gaffers and sound folk 
in their age-old battle for supremacy. Arguments and 
insults, Accusations and recriminations. Stress breakdowns 
and anxiety attacks. The usual stuff. The helicopter pil 
we hired for aerials, and to make our wind, announcin 
assembled cast and erew that should they hear the 


There were near fistfigl 


helicopter engine stop, they should seek shelter immedi 

ately, Add to that the brutally long days and the awful heat 

and humidity 

gentle. On the other hand, many very happy moments. 
and the very 

strange feeling when filming was finished, and cast and 


summers in Louisiana are not kind ог 
when scenes were completed successfully 


crew departed 
‘On set, tension began to develop between Wilson and 

his director of photography, Robert E. Rogers. “Bob 

Ro 

There's an enormous d 

and features. He knew the technical end, but 


rs was experienced, but not at shooti 


ence between shooting 


industrials 
the technical is not necessarily as important as the 
dynamics and the dramaties, or at least that’s th 
conclusion we came to, 1 felt conflicted. 1 didn't have any 
nce, but 1 felt a shot needed to be done this way 


experi 
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hat way. I was just going on youth and instinct, but he 
was saying no, по, И needed to be done another way. At 
the same time 1 had my producer "head" on and, you know, 
cinematographers are notorious for wanting to spend days. 
ighting a shot. Fortunately, 1 connected with Mark 
Beasley, the camera operator, and by the end he and 1 were 
more of less running things, and Bob was overse 


sure we didn't get into serious trouble. Mark had a great 
eye, and a good sense of movement and composition, 
ie was shooting it anyway, while Bob was the dir 
cinematography and lighting. In Bob's defence, we didn't 
ave the time to give him the script and let him go over it. 
He showed up, and two days later we started shooting. He 
didn't have 


d 
tor of 


Wilson's over-riding memory of the production period 
в the strain of knowing that so much money was riding on 
his efforts: "Virtually every aspect was а serious challen 
because neither Wadsack nor | had any experience 
jatsoever with a project like this. Add to that the 
several hundred thousand dollars of 
а тап who was fully expecting to 


pressure of spending 


get it all back and more 
he year. We were confident throughout that Screams, 
conceptually, would work, and that it was an okay, 
marketable scary movie. We were les sure how to get the 
concept on film and then make it all fit together more or 
ss coherently. Having directed almost fifty plays by this 
irly confident working with actors. Beyond 
hat, the organisation, the scheduling, planning the setups, 
lighting, sound, continuity = ай the technical and adminis- 
rative demands — were almost overwhelming at times.” 


and we slept very little during 


Post-Production and Test-Marketing 


Post-production went on for a further six months, with the 
siting takin half to four: “I'd describe the 
editing process as miserable,” T had a three 
хао son, and we were living in Natchitoches and 
editing in Dallas, so 1 was away from home for almost 
four months. Secondly, we had an editor, Gary Ganote 
who was experienced in industrials and commercials b 


three-and: 


уз Wilson. 


did not have the experience editing a full length dramatic 


ilm. This was flatbed editing, you had to paste every cut 
we were in this darkened room for fourteen to sixteen 
hours a day. We began by giving Gary 
the first sequence he cut together was not at ай what we 
were thinking of. 1 felt 1 had to step in and take over the 
direction of the editing, relegating him to а functionary. 
and that's never pleasant. understand his point of view: 
here's this kid that's never made a movie before telling 
him to do this an 
credited, Craig Mayes, he was a young man who came in 
about two weeks before we finished it and did а polish 
job, and he really did some things that made it nice" 
Wilson pauses, then laughs: “Looking back, Gary was 
probably cutting it right! 1 was stuck in that thing of 
‘character is important’ so we would let scenes play out 
as written, whereas he wanted to get in and get out of it 
and move on to the next thing. On the rare occasion I look 
at it now, I think, "Boy this thing drags!” At the time, I 
thought it was maybe а little too fast 

Wadsack hated the editing too: 
{ worked with Don Zimmers on the music, and 1 did enjoy 
that. There wasn’t much work to it, for me. Don had done 


tors cut, but 


that and this and that. The second editor 


stayed away, mostly 


well for years as a composer-arranger of music for 
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‘commercials and an occasional pop or country recording = 
jo sinat at 


session. He was truly excited about scoring а movie and 


got quite a lot out of а reltively-lim budget, We did the 
final sound mix and effects at Ryder Sound in Hollywood, 
and that was very enjoyable. 

‘Originally there were four “legends” in the test-market 
ейи of the movie, the fourth being 
involving a malevolent witeh-spirit. Wilson explains: “The 


distributor, Dimension Pictures, told us that our two-hour 
film had to be cut to about an hour and forty minut 


They said that movie houses needed to run features every 
two hours in order to get maximum showings per day, and 
they needed a twenty-minute break between showings to 
clear the theatre, to get the next group in. They cut an 


entire story ~ а twenty-minute story that took place in а 
ht for budgetary reasons. 


The result was fairly low contrast footage, and our 


‘cemetery, It was shot day-for 


distributor said that since this movie would be pl 
lot of drive-in, the ambient light at drive-ins мох 
this footage hard to see anyway. Plus, it was the corniest 


‘of the four stories, though no one said that outright." 
(Althoug 
distributed version, and for its various video releases, it 


this section was cut for the Dimension- 


still exists in the original 35mm print owned by Wilson.) 
Wadsack п Scream pretty much took over 
my entire existence for about three years. 1 haven't watched 
it in at least twenty. 1 don't need to. 1 remember it pretty 
well, My favourite moment in the process was the movie's 


alls that, 


‘opening in Shreveport - one of our test cities. We had по 
idea what to expect. Would anybody show up? What would 
be the reaction of whatever audience appeared? Nothing to 
go оп but hopes and fears. | was a nervous wreck and Jim 
decided to opt out. Deborah and I took my pare: 

were eager to see the picture and wanting to be supportive. 
1 was shocked at the line in front of the theatre, We had to 
queue up for nearly twenty minutes to 


et inside, and the 
A(0-plus seat theatre was jammed 


capacity. Ik was 
in the dark, that audience packed 
around us, all jolting in their seats, squealing, laughing in 
the appropriate places. And then smiling, talking 
animatedly among themselves, as they filed out, about a 


thrilling, siting ther 


opposte page, sre c 
images боп to imax 


wicked wind iss tear ana 


scene or a character they liked. The faces of the next 
crowd, waiting for the next showing, anxiously watching 
the demeanour of the depart Eine (Mary Agen Cox) 
re wndow po 

Ёзге gets afoot of ass. 
Sie (Gi Glasgow) fray Fe 


groups and growing eager 
to go in. At the car, my Dad told me: “If nothing else good 
ever happens to you for the rest of your life, you got no 


complaint coming." He was dead right. 1 did the James 
Tm a rich boy 
та rich опе!” Hopping around and giggling to myself 
When the reports came in on the first week's box-office, 
danced some more, It was held over on every screen and 
played for six weeks in three of the towns. The theatre 
‘owners were delighted, too. Life was sweet” 


Dean thing from Giant for about a week: 


aan a cere t redatto he 
Jet палыд айе Deborah s o sons 
яу OR Валл, эн te 


Eont row fai. Sound mbar 
sacks өй bearded) 
Bl Chery can 
Ie Lead actor 
sac ron Did fom e 


ac resty элен ou up. 


Wilson concurs: 
fifteen, at that tim 
actually was suspenseful: it seemed to work well with 
that audience. We were told by our distributor that we 
should have shot additional graphic footage for the 
irkets, but by then, of course, it was too late." 


To a youthful audience, 
a darkened cinema, the film 


twelve to 


foreign 


“Are you sure you want to hear about distribution?” 
Richard Wadsack 


s, comes the all-too-familiar tale of 
e headed to L.A. with a 
d high 


And so, after the thr 
hopes grou 

print, our pocketful of box-office reports, 
expectations," says Wadsack. "We had enot 


into the dust 


hire the top Rodeo Drive entertainment law firm — Mark 
Lovell had insisted on that. By coincidence, our test 
market had coincided with the full initial release of the 
original Halloween. Our numbers compared very 
favourably, Gee, 1 was sure I was gonna be rich. After a 
week or so, we had only gotten a serious bite from one 
mid-level distributor, Dimension Pictures (not the same 
‘company as today's Dimension Pictures), and we 
eventually came to terms with them. 1 wasn't 
‘completely happy, but they guaranteed at least vo 
hundred prints and $150,000 in initial promotion — and. 
there was по question they had the connections to place 
the picture. Especially if it performed well, as was 
had the rights-sales contacts, too. 

Mark was satisfied. Sereams hit No. 25 on Variety's "5O 
Top Grossers' chart the first week ош of the box. It 
stayed on the chart for a while, оо, and had over four. 
hundred prints working at one point. Chicago, 
Philadelphia, Houston, Los Angeles, Portland, Miami, 
Long Island, Albuquerque, Indianapolis, Cleveland, St. 
Louis. The numbers were good. 

He pauses: "They screwed us, of course. Ironclad 


hotshot contractor no. The movie grossed at least SS 
у and sold 
to over a dozen primo overseas markets and to the just- 


million domestic cash deals in those days 


staring-up Showtime Movie Channel. We collected a 
total ofa litle over $12,000, I actually threw а chair 
across their offices on а visit to the coast, when it ba 
obvious they had put it to us. 1 was able to sort out what 
they'd done with a good bit of the money = used it to roll 
‘out four other pictues, all of which flopped heavily 
Trying to break upwards in one big leap, and tumbled. 
But they could not have been as calm about ev 

hadn't stashed a bunch away before they declared 
bankruptcy. It was good that I did not own a gun, Mark 
Lovell finally won the domestic rights back in court, but 
we knew that meant nada. It popped up in strange 
packaging in video stores for years and I'd hear from 
someone now and then that they'd seen it advertised as 


part of a drive-in bill or in some small town with a still 
dependent hardtop. While the picture hung on the 
charts, we could get in to see almost anybody in 
Hollywood, and we saw several, But we didn’t get any 
offers or opportunities to make movies. We got offers to 
line-preduce small-budget pictures. Which was 
something. and we knew that, but 1 didn't want to do 
that, It wasnt just “breaking in to the biz’ 1 was 
interested in. 1 didn't particularly lke the busi 
went a litle depressive for six months oF so, and then we 
moved back to Shreveport. I was a census taker for the 
1980 US Census, and then 1 got on with a small but very 
professional ad agency: I've been doing advertising and 
marketing consultation work ever since, And the 
education I received from my experience with Screams 
has been of 


creatively, people-wise and business-wise 
mo small value. 

James Wilson and Richard Wadsack worked together 
for a few years after their movie-making ambitions were 
зо unfairly curtailed, 
awhile. "We were going to do two more low-budget 
films,” says Wilson. 
you can get leverage is by having some product flow. We 
understood that, but we were still dependent on Mark's 
money, and I think he decided these were not the waters 


ind they still see each other once in 


'You need leverage, and one way 


he wanted to be swimming in, so he did not fund a 

ien a bite on one of those 
tinued, but it got to the 
point where 1 had to make a living, 1 had a wife and 
child, 1 didn't want to go to California. 1 had writerly 
ambitions so 1 went into the newspaper business for 
about seven years. stayed in Natchitoches and became 
editor of the local newspaper. Now Wadsack and I each 
have our own small ad agency" 

Richard Wadsack still has fond memories of his brief 
spell in the movie industry, and takes a philosophical 
altitude to the corruption he encountered: "You know, 1 
ed that in the distribution business, “theft” begins at 
the ticket window and continues right on up the line. It 
was as rough-and-tumble a racket as production, and 
equally risky, or pretty close to it. Indie theatre 
ownership was no piece of cake. When 1 drove town-to- 
town, selling our picture to theatres for the test market, 1 
realised those guys loved the movies. 1 don't think any of 
them got rich. And | didn't even have a print of our. 
movie yet — just the scenario, our promotional material, 
our planned media schedules and our promise to deliver 
print and do the advertising. They risked a week in which 
they might not have had, essentially, "product on their 
shelves’ — or they could have suffered a dramatic decline 
in popcom sales if nobody showed up wanting to see the 


second project. If we had go 


other projects we would have c 
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movie, We offered a pretty good deal — we did all the 
promotion and they didn't have to pay a penny in ге 


but the romance had to be a big 


up-front for the print 
рап of why they bought into the thing. That, and there 
beir 
in January, when traditionally it's quiet disribution-wise 
iie distributors and, most importantly, independent 
atres and small chains, had as much to do with the 
itality and 


so much other product coming down the pike 


scentricity of those times, as filmmakers 


All the folk I met who were doing what we we 


doing 
ad in common an obsessive drive and a hyper sense of 
ting their picture made 
nixed with the soul of a pirate. Most were poor as church 
id I never met a single ‘rich kid 

ying around in the movie game, There must have been 
me, but 1 only saw then sprinkled in with cast or crew 
тез. 


onsibility in terms of 


ке, like we were, 


Despite the hardships and disappointments, Wilson 
g experience. 

1 was doing at the time exactly what I'd imagined 

was supposed to be doing, althou 

would be so damn hard, Still, it was about as much fun as 
e human should be allowed. I have no ге 

indeed, my kids think I'm cool 

movie. So it seems it was all worth it 


has fond memories of the filmmakir 


Га not imagined it 


1 “Let the Land rejoice, 


Song." Gen. Horatio Gales to President Thomas 


signing of the Louisiana Purchase Treaty, Joly 18, 1803 
2 Source: The Historie Indian Tribes of Louisiana from 1542 to 
the Pres 

kes 


1. By Fred В. Knillen, Hiram Е. Gregory: George А. 


3 во men are ill married to the same women: Deborah 


Wodsack was script supervisor on the movie, and Mar Sue Wilson 


4 Shreveport is close to the border with Texas and Arkansas 


approximately seventy miles from Texarkana, and two hundred 


5 Dimension distributed quite a few low-budget 


including: SF. Browariga’s Scun of the Earth; Fend and Beverly 


Sebastian's Gator Вай; Constantine Gochis's The Redeemer: Son of 


Savon: Joba 
» Ruby; Tom Mo 
Keewin’s Genting Even. 


doce (Bevery Alen), Нате 
"ard Liz (Brandy Bare 


chapter 7 


Satan Was 
an Acid Head! 


The Career of David Durston 


1 Drink Your Blood (1971) 


"Lett be known, sons and daughters, that Satan way an 
acid-head. Drink from his cup! Pledge yourselves! And 
together we'll all freak out!" = Horace Bones. 


ith these words, the late great Bhaskar cues the wild 

and wonderful Drink Your Blood. an iconic 
seventies horror fick that lives right up to its reputation 
and delivers scares, gross-out images and (frequently 
intentional) laughs from beginning to end. It might seem 
strange to call such a bloodthirsty experience a good-time 
film, but there's an infectious wild humour to this tale of 
ddnig-addled hydrophobic Satanists, making it — in my 
‘opinion — the perfect mood-enhancer if you're inviting 
some friends over, or better still, planning а far-out acid 
party of your own. 

The charismatic and dangerous Horace Bones 
(Bhaskar) and his travelling retinue "The Sons and 
Daughters of Sados' — Rollo Yates (George Patterson), Sue- 
Lin Jadine Wong), Sylvia (Iris Brooks), Molly (Ronda 
Fultz), Shelley (Alex Mann), Carrie (Lynn Lowry) and 
Andy (Tyde Kiemey) - have been camping out on the edge 
‘of a small town. During the night, Horace conducts a black. 
magic ceremony in which the group strip nude and take 
LSD, but the ritual is interrupted when Horace sees a local 
girl (Arlene Farber) spying on the group from the trees. 
Andy, опе of the less committed of the group, explains that 
he's been taking time out from hellaising to pursue а 
romance with her. Horace sets his minions on the girl — sh 
returns home, beaten and traumatized. The following day 
ibe group arrive in town. Is almost deserted: most of the 
population have been moved out to make way for a 
forthcoming dam project. Among the few remaining. 
residents are the girl's veterinarian grandfather Doe Banner. 
(Richard Bowler), and Pete (Riley Mills), her twelve-year- 
‘old brother. The gang occupy an abandoned, tumbledown 
hotel, and go looking for something to eat. The only place 
in town that's still open is a small bakery run by Mildred. 
Nash (Elizabeth Marner- Brooks), who caters to the 
construction trade. Horace and his pregnant partner Molly 
‘buy meat pies and retum to their new lair, That night, 
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Horace tums over contol of the group to Rollo, who 
stipulates that Shelley be tortured for his lack of 
commitment. Shelley faints after Sue-Lin slices the soles of 
his bound fect with a knife. Doc Banner cams who is 
responsible for assaulting his granddaughter, and arrives to 
confront the gang in their hide-out, However, he's old and 
easily overpowered. Sylvia dopes him with LSD. Pete 
helps his grandfather home, and when he sees him in the 
throes of a bad trip, decides to avenge him. Having recently 
spied а rabid dog loose in the woods, he tracks it down, 
shoots it, and — using a syringe borrowed from Doc 
Banner's bag - collects some infected blood, The next 
morning he injects the blood into the pies at Mildred's 
shop, and sells them to the gang. Wilh the exception of 
Andy and Shelley, the gang eat the pies; and by late 
Afiemoon they e nauseous and foaming at the mouth. 
Rollo is the first to go crazy, stabbing Shelley to death 
Soon the others are running amok, and the situation 
escalates further after nightfall, when Sylvia picks up a 
truck-fall of construction workers and beds the lot, passing 
the infection to them too. Thanks to Pete, the surrounding 
countryside is now crawling with crazed rabies victims. 
hell-bent on murder and mayhem! 

Durston gets things off to a great start, with Bhaskar 
(pronounced Bash-kar) delivering Satanic mumbo-jumbo in 
fromt of a roaring campfire. The title musie sets the mood 
perfectly, helping to define the film's cocktail-shaker blend 
of horror and sly send-up, As the story gets under way, the 
tone veers wildly between shuddery scare tactics and comic 
touches — for instance, as the local girl makes her escape 
through the woods, Clay it's score has more in common 
with Nelson Riddle's musie for the sixties Barman movie 
than the customary horror themes of the day. Аз Doe 
"Banner and Mildred discuss what's happened to the poor 
girl, Durston = on the surface at least — plays the plight of 
these ‘normal folk” sympathetically. And yet the acting 
(especially by Elizabeth Mamer-Brooks as Mildred and 
Jack Damon as Roger, her superquare lover) has an 
‘eamest, melodramatic, daytime- TV quality, so although 
there's clearly some investment in these people and their 
plight, it's as if the sardonic atitude of the Satanists is 
beginning to seep through. No one labes the squares as 
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1 Drink Your Blood (797 


Video cover at for | Drink Your Blood 
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ges cvs | Drink Your Blood. 


"piis (instead, one ofthe group daubs the word on 
Shelley), but you can't help feeling detached from the 
squeaky clean life the normals" represent. 

So the maniacs are far more interesting and compelling 
than the regular folk? I know, hold the front page... It 
wouldn't be the first time in the horror genre, Yet, when 
Bhaskar and his trailer-rash girlfriend Molly go to the pie 
shop, sarcastically adopting а polite bourgeois manner, 
Mildred swallows their ironic performance without a 
glimmer of suspicion, and responds with country generosity: 
mot only selling the ples but also smiling, "7 shrew in a few 
cakes, on the house.” "The lord will bless vou lad, the ond 
will bess you,” mocks Bhaskar in pseudo-courtly manner 
Now you find yourself irritated with the arrogance of the 
Sutaniss. So what's it to be: wild side or mild side? PI 
spare you the rest of this battle between my inner Satanist 
and my inner Ned Flanders, although i's worth mentioning 
that this seesawing of sympathy is part of the way the film 
is written. It tosses you back and forth between the two 
sides, giving what could have been a simple horror tale an 

The wildly varying tone of the 
film means we're always catching our step, Remember 
though that despite the blood and gore and dismemberment, 
all of this is achieved within an essentially light-hearted 
framework. As Bhaskar says to Doc Banner when the old 
тап sees the unconscious, blood-dripping Shelley strung up 


amusing sort of piddines 


from the rafters 
You see, we are a theatrical group, and we were rehearsing 


"Tom surprised you're taken in by all this. 


a horror scene that we perform in the theatre? 

Nothing better conveys the arrogance and sublimated. 
aggression of supposedly ‘peace-loving’ hippies than the 
practise of spiking ‘straights’ with LSD. (God, I sound so 
square...) “You're pretty yummy for a dirty old man! Have 
та breath freshener, handsome!” says nympho hippy-chick 
Sylvia, as she doses Doc Banner. It's perhaps a shame that 
Durston opts not to show the old man's hallucinations, but 
actor Richard Bowler makes his bad-tip scene work 
anyway, as we see him sobbing at the kitchen table, 
holding the salt and pepper shakers to his head like horns. 
Heavy trip, dad! 

їп а script full of great ideas, Durson’s stroke of genius 
with rabid dog's 
blood: a wonderful, malevolent notion so typical ofa 
child's thought processes (children are The Devil's best 

young Riley Mills is the 

‘weakest link in the movie. There's something smug and 
porcine about him, which is a shame because I'm generally 
all in favour of children taking vengeance on adults (see 
Devil Times Five, or Bloody Birthday). Instead, Mills has 
the slappability of a Waltons character, a sort of truculent 
self-righteousness that had me hoping instead that Horace 
Bones would sacrifice him inthe name of Sados. 


is to have young Pete inject meat pi 


disciples, afler all), Unfortunate 
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f course, with a charismatic performer like Bhaskar in 
role, it's no wonder we like the villain. The acto 
s his performance with so much joie de vivre that 
‘hed wires and run the Ке li 


iMd have an 

n. He's impossible to dislike, and the laughter we can 

his eyes is the best advert for Lucifer the Light God 
a LaVey could wish for! Horace’s lieutenant has 


to bum too: George Patterson as В 


lo Yates 
has coming to din-dins" he smirks, referencing 
Kramer's 1967 race 
for leading man status himself, and his scenes 
Bhaskar ("Satan was a Black Man 

tages of casting two strong actors in the group, 
id scenes and 


) highlight the 


oes for it, relishing his r 
one of the film's many iconie images: a handsome, 
eyed black man foaming at the mouth and toting an 
s who's coming to din-dins indeed!) With 
tation ridi America's urban 
ps were ideally cued up for this, and the racial mix 
headed by an Indian man, a black. 
must surely have struck a 


Satanist group 
nd an Oriental woman 
(A double-bill of this and Fight for Your Life would. 

ticket), Jadine Wong's character Sue-Lin may be 
тот a comie-strip vision of the inscrutable Oriental 
he's still a great presence. Her role as provocateur is 


у sinister when she worllessly directs Rollo to 

i» the unconscious Shelley by placing a Tarot Death card. 
m, and it's particularly cool that she's the only one of 
fected able o suppress any glimmer of pain or. 


ish. Later, when she chooses self-immolation rather 

wing the crazed Horace Bones to kill her, Durston 
iy drawing on the infamous action of Quang Duc, a 

hist monk who bumed himself in Saigon in 1963 in 


protest at the Viet 

idhism (A New York Times reporter who witnessed the 

wrote afterwards, "As he burned be 

sce, never uttered a sound, his outward composure in 

contrast to the wailing people around him") Last but 
м, the stunningly beautiful Lynn Lowry turns а 


iovemment's suppression of 


never moved a 


into one of the most memorable of the film, 


icr inimitable spaced-out demeanour to a standout 


еле where she attacks a woman with an electric carving 


absent-mindedly carrying the 


an's severed hand. Her appearance here for Durston, 
with her knockout performances in David 
iberg's Shivers and George Romero's The Cra 


her position as one of he iconic faces of the 

Technically, 7 Drink Your Blood is well constructed and 

tly shot, with vividly photographed night scenes 
horror) and only the 


y а weak-spot in low-budg 


4 boom-mike shadow in the brighter interiors to give 


у the haste of the shooting schedule. Durston's 
е on fast-track TV productions must have helped 
great deal, and his ability to fuse solid film craftsmanship 
sing of how to milk the horror format 


dividends throughout. / Drink Your Blood arrived hot 
the heels of the media frenzy surrounding the recently 
ehended Manson cult (who were reputed to have 

J: so as well as being bold in visceral 

terms, it's one hell of a ballsy stab at topicality. Manson, 
icd in October 1969 and charged with he Tate- 
sBianca murders on 9 December '69, was finally found 
iiy in January 1971; / Drink Your Blood bit theatres just 
th later. Although the passage of time means we ca 


w view the film as fun entertainment, on its release the 


Was an Acid Head! 


t 


Manson resonances 


and unusually extreme graphic 
Violence must have sent quite a shudder through 
unsuspecting audiences. For the rest of us jaded 
gorehounds, many years later, / Drink Your Blood is 


‘marbled with black humour in a way that forestals 
criticism. While the violent excess that made the film so 
shocking in 1971 has been overtaken today by the gore and 
gristle in mainstream movies, Durstor's wit and the charm 
of the cast protect the film from the ravages of time. 
Today's young audiences, on the lookout for stereotypes 
and kitsch naiveté, may find, perhaps to their surprise, that 
Drink Your Bloods sly humour impedes the sort of 


ity encouraged by postmodern 


iewer superi 
horror films. With the exception of some exchanges 
between the less interesti 
dialogue and performances for 
relationship with the viewer, teasing and amusing us 
without stepping out of context. Energetic, infused with the 


i (ie: “good') characters, the 


sneaky, complicit 


liberating vitality of the truly tasteless, yet driven by real 

ence and wit, Drink Your Blood is David Durston's 
4 Jly can't think ofa 
better way to р 


intelli 


blood-drenched gift to horror fans: I rea 


Halloween party started. 


“She's sll айе, wo 


Durston on Js 
1 Drink Your Boos 


Jone was 
She never compa 
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Stigma (1972) 


"Puts] а cast-iron boot on Hollywood's traditional 


pussyfoot around the subject of venereal disease.” — Variety 


"Will wonders never cease? Stigma, a screen wanting about 
venereal disease, tums out to be not a luridly flapping 
sermon but a cracking good suspense melodrama. [I] is not 
a pretty picture. But it packs а vivid, crunching wallop that 
may do good where it should. 

Howard Thompson, The New York Times 


Doctor Calvin Crosse (Philip Michael Thomas) is released 
from jail after serving time for performing an illegal 

abortion. He heads for Stilford Island on the invitation of 
his former teacher Doctor Thor. On the way, he befriends 


Bill Waco (Harlan Cary Poe), a soldier retuming home 
from Vietnam. However, when the two arrive оп Stillford 
the locals are hostile to Calvin, who is black. At Do 
Thor's house, he discovers the old man dead in an upstairs 
bedroom. Sherif! Whitehead (Peter Clune), а racist cop. 
who comes to investigate, makes it clear that Calvin is 
unwelcome on the island, Calvin finds a tape-recorded 
message from Doctor Thor warning of an epidemic 
sweeping Stillford, but the tape runs out before the nature 
‘of the problem is specified. Calvin goes to visit Bill and his 
girlfriend Dee-Dee Whitehead (Josie Johnson), the sheriff's 
daughter. Bill tells Calvin he needs to do something to "win 
over’ the town, The following das, Bill calls Calvin to the 
jetty saying that his younger brother has been pulled 
‘unconscious from the water. When Calvin arrives and 


administers the kiss of life, he realises that the boy is alive 
up is а fake designed by Bill to impress 
the townspeople. Calvin is furious but masks his feelings, 


and well: the set 


realising that the strategy has worked. That night, a weird 
old man, lighthouse-kesper Jeremy Burke (William 
Magerman), comes to the house seeking help for a 


mysterious affliction, which proves to be syphilis. Under 
pressure from Calvin, Jeremy claims to have had sex with 
someone called Tassie (Connie Van Ess), who runs a 
country brothel just out of town, Cal and Bill drive ош to 
meet Tassie, and her girls: Kathleen (Kathleen Joyce), 
Jeanie (Jean Parker), and the educationally subnormal 
Rhoda (Rhonda Fuller aka Ronda Fultz). But when Calvin 
at last persuades them to undergo a health test, he finds 
nothing amiss. So who is passing the disease around town’ 
When you hear that the director of 7 Drink Your Blood 
followed up his 1971 gore classic with a film about VD. 
your stomach tends to quail at the prospect. Those ofa 
‘squeamish disposition wil survive the experience however, 
as long as they go to the john about a third of the way in, 
justin time to miss some gross-out scenes from a mondo 
арро educational short about syphilis. If you're made of 
жетет stuff, of course, you'll just hunker down in your 
scat, thank Eros for antibiotics, and admire the director's 
willingness to momentarily drain the fun from his movie in 
the name of public health. But apart from this brief medical 
shock-reel, and a close-up of a spinal injection, the rest of 
Stigma is less of a visceral assault than its predecessor. It's 
‘actually a well-written mystery-thriller that's аз much about 
ind Durston works a neat ang 
by combining the two themes, associating the festering 


bigotry as venereal disease, 


‘moral squalor of small-town racism with dishonesty 
disgust and infection 

Durston's script makes telling points about racial 
prejudice without leaning from the pulpit, for instance by 
showing the difficulty Cal has hitching a ride compared to 
Bill his white buddy. In fact the only way Cal can get a li 


Nightmare USA 


by borrowing Bill's spare army uniform. suggesting 
shave no time for black people unless they've 
icepted their lot as wartime eannon-fodder (it's a point 
chael Moore was still having to make thirty years later, 
Fahrenheit 9/11), Thankfully, Durston is careful not to 
ake Cal some sort of saint who suffers insults without 
lation. His barbed to 
var lose his faith in есеги! 7) ensures the character 
docs sink into the passivity that passed for dignity in 
t race dramas: Cal's confrontation with a slow-witted 
eper and his verbal trouncing of the repellent sheriff 
o have ай but the most patho 
premacists siding with the hero. 
almost Sirkian about u 
sh moral set-up, although Durston has problems 
ig and handlin 
штей in a studio picture, For instance, a few more takes 
sl have improved the scene in which Bill fakes the 
owning of his kid brother so that Cal can "resuscitate" him. 
way the scene's shot, it's difficult to believe 
sion would work, 
gathered зо closely around. Likewise, Cal's anger at the 
ring the illusion, Sirk 
edded his potentially incendiary comments about 
serican life in blatant melodrama, and thanks to the studio 
system he had the full arsenal of top-flight designers, as well 
the darlings of the star system, to lu the feathers of his 
-like moral dissections. Durston has to make do with 
acting and good scripting. with mise en scène re 


де ("Iri enough to make a 


There's something e film's 


m of extras that would not have 


ven that onlookers and relatives are 


ibterfuge is too visible, endang 


ted 


МАШ thinking, but there's a definite link in Durston's 
s between genre games and a more active moral 

disposition. It makes you wonder just what he could have. 

ieved as a filmmaker within he studio system. 

If the design/mise en scène is lacking, the actors do 


to keep our attention on the foreground. Philip 
к\зг! Thomas has star quality writen all over him, 
Harlan Cary Poe, Josie Johnson and Peter Clune 
united from Durston’s Blue Sextet) strike a decent 
balance between cliché and passion. Look out too for 
Ronda Fultz, who follows her pregnant Satanist in / Drink 
Blood with а sad 
an, whose response to Calvin's health inspection is to 
1 
In one of the film's earliest scenes we encounter а city 
prostitute whose “bad attitude” is crudely and obviously 
signalled, But while we might expect the rest of the flm to 
Ilow suit, Durston pointedly declines to blame prostitutes 


rious turn as a whorehouse child- 


on want to be venereal! 


for the epidemic on Stilford Island. This in itself is radical 
enough, but when eventually we leam who is responsible, 
the film's moral centre of gravity shifts definitive 


status quo. For Sur 


x the film's critique of careless 
se love rhythm of the 
ngers the collar of authority rather than 


promiscuity is ош of step with the 
day. But Durston 

ake the all 
tolerance. In Stigma, it's the uptight moral guardians, those 


ioo-easy link between disease and liberal 


who cannot face the truth and allow disease to fester 
ted, who cause the plague: the youngsters merely 

Ter its effects. Perhaps the film's silliest scene is the one 

where Calvin interrupts а sand-dune orgy to deliver 

STD lecture, and receives respectful attention instead of 

being told to butt out. But if nothing else it conveys 


ining 
tion for 


Satan Was an Acid Head! 


David 


Durston 
Interviewed 


he first thing you notice in conversation with David. 
Durston is his wicked good humour. Ask him where he 
was bom and you're quite likely to be told "In a trunk at 
before the man takes pity and 
"No; that’s Garland's story! Excuse me!" The next 


the Princess Theater 

admits 

thing you detect is a generosity of spirit, laced with an 
both the will and the 

warmth of a man whose career in film and television has 

bom 

raconteur and i's obvious this chapter could easily have 


‘occasional bluniness, suggest 


spanned some sixty years. Add to this the skill of 


been twice the length. So without further ado, let's start at 
the beginning, with Mr. Durston as our guide 


Dew 
"Mr nephew эк 
Seven Summits Gr. 
behina in, wth match ans 
toe mal angus ine 
cal he Red Cross 


Terrorized by Mary Pickford... 


"Okay, for real - 1 was bom on 10 September, 1921 in New 
Castle, Pennsylvania. Now you know how old that makes 
те - the same day, same year as Mickey Rooney, and 1 
only stayed there for about a month before the police ran 
me out of town. Well, it might have been my father 
William E. Duersten, who was always leaving town, He 
was German. An engineer, a very good one, but he had 
style and a great appreciation of the ars, many pals and 
gals in show business. Bela Lugosi was a good friend of 
his when Bela was a matinee idol in the theatre in Budapest 
and Berlin, the early years before Bela came to New York 
and Hollywood. My father was very handsome and my 
mother Dea was very beautiful. She was a small town girl 
from Macon, Missouri, who became a concert pianist for a 
short period; until she had children and then she was the 
greatest. most supportive Mom anybody could hope for 
She was a direct descendent of Pres. Andrew Jackson and 
Daniel Boone (Grandma was Molly Jackson, who married 
Finis Boone). As а child, 1 was in love with both my 
mother and father. How's that for а dark troubled 
beginning? I was a kid whose first ten years were during 
the Roaring Twenties. I could sing all the razzmatazz 
songs. My father ‘Daddy Bill was so liberal back in those 
days, (he was bom in Berlin) but my Godfather was 
Jewish, Dad's very good friend Sigmund Romberg, the 
famous composer, 1 called him “Rommy”, After that 1 was 
raised in Los Angeles; Chicago; Macon, Missouri; New 
Jersey; Milwaukee; and Ft. Lauderdale, Florida - with a 
Few trips to New York 


Dursto's father took him to the big Broadway shows- 
Through his father's showbiz friends, he met many famous 
people, some of whom = Bela Lugosi, Ethel Waters, Patsy 
Ruth Miller, "Rommy" Romberg — remained friends long 
afterwards. "I can't remember a time in my early years 
When 1 didn't want to be in show business," Ве says. “I 
dida’t know what 1 wanted to do, I just knew I wanted to 
bea par oF i.” 

Durston Senior also introduced his son to the cinema: 
it was to be an unexpectedly traumatic experience, 
“When 1 was five, I was taken to see my first movie 
Mary Pickford film my folks thought was safe enough in 
those days before the Hayes censorship and talkies. It was 
‘Sparrows, which turned out to be Pickford’s only horror 
film. She takes ten orphans (the Sparrows) through sw 
and quicksand, alligators snapping at their buts as they t 
to ross a stream via an overhanging branch from a tree 
hat was ready to snap off. That's what sent this tot over 
the edge! They carried me out of the theatre screaming and 
crying. 1 was so impressionable, I wasn't allowed to see 
another movie for several years. When I was eight, I was 
allowed to see a stage production of Dracula, which was 
touring, and afterwards Dad took me backstage to meet 
Bela Lugosi. I was very impressed. 1 thought Bela was 
charming, aristocratic, gentle, a very dapper man, kind of 
like my father. They spoke several languages, were sharp 
dressers, and were connoisseurs of imported wines and. 
beautiful women. Bela always mentioned that we had one 


thing in common, He came to America in 1921, the year 1 
+ аз already into Ernes 

Hemingway and Tiffany Thayer, so my folks figured 
seeing Frankenstein wasn't going to flip me emotionally. 
But it did? More so than when 1 saw the film Dracula a 
year earlier. 1 had already seen Dracula on stage, met Bela, 
and even been invited to his house. So 1 looked upon Bela 
as an actor, someone I had met personally, who was 
playing a рап. But Frankenstein was such a departure: 
very sacrilegious at the time, As a result of eei 
Frankenstein, I accidentally set fire to out house on 
Christmas Eve, and almost bumed it down! 1 wrote to 
Boris Karloff about this, and he was very kind and consid- 
erate to answer my letter and give me some good advice 
about what is make-believe and what isn 
got to meet Boris, even wrote a script for him.” 

Durston's first participation in show business came 
with an acting role in high school, The play was called 
The Valiant: "Wow! 1 thought that was pretty heavy sto. 1 
played a convicted murderer on the eve he was to be 
‘executed and I had such lines as, “Cowards die many times 
before their death; the valiant never taste of death but 
ке also did a production of r$ a Wise Child 
[Laurence E. Johnson, 1929] when I was at Missouri 
University, majoring in journalism. By now 1 really 
wanted to be the next Emest Hemingway, but I didn't 
mind having fun acting in one of the University drama 
club productions. 1 was a nice looking kid when 1 was 
eighteen to twenty. In those days they had talent scouts out 
there touring the country for Hollywood talent. 1 didn't 
have а lead role. I played a spoiled rich kid - and believe it 
or not, with all the good talent ín that production praying 
to be discovered as actors, | was offered a trip to 
Hollywood (nothing special because I had lived out there) 
but also a screen test at 20th Century Fox: If I did well, 1 
would be offered а stock contract at a hundred dollars а 
week. To a kid in college that was a lot of money in those 


was born. At hire 


In later years 1 
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days. I took it and never graduated (rom college. 1 didn't 
get a contract at the studio, but 1 was back there a few 
years later doing а film directed by George Cukor. 1 did 
meet some movie stars, directors and writers, and fell in 
Jove with the art of film production, and all the freedom 
you didn't have in the theatre.” 

Roles in plays such as Night Must Fall, Young Manx 
Fancy and You Can't Take ft With You followed, but there 
was to be an inevitable diversion from his chosen path, 
when Durston was assigned to the 31st Army Air Force 
Unit ош of Washington for much of World War Two. After 
the War, he began working in show business again, this 
time in the new arena of nationwide television. 

Commercial TV broadeasts in America had begun in 1941, 
but it was only after the war ended that production was 
stepped up. Durston went to live and work in Chicago to be 
near his mother, who was sick, and whilst there notched up. 
credits writing for shows like Faxhead 400 and Top of the 
Weather, as well as devising а successful music variety 
programme called А Hit Is Made. He also created and. 
produced The Woolworth Hour on CBS Radio, which ran 
fortwo years from 1954-55. It was a musical program, 
with four big guest stars on each week, including talents 
such as Bob Hope, Rosemary Clooney and Duke Ellington, 
His success with ABC and CBS did not go unnoticed; 
when Durston returned to New York after the death of his 
mother in 1950, he was picked up by New York's NBC for 
tbeir own bit music show: “I was the Associate Producer of 
Your Hit Parade. lt walked off with seven Emmy Awards 
cover eight years on TV. Every musical program on TV 
imitated it. It was produced live on NBC and was always 
sponsored by the American Tobaceo Company, who owned 
the show, 1 created all the ideas used on the show and then, 
sort of as а line producer, 1 would follow through during 
the week, co-ordinating those ideas with the dancers, 
Singers, stars, camera department, set designer, costumers, 
choreographer, prop men. We staged nine production 
numbers for each show and were on prime time Saturdays 
every week. | made good money!" 

Intent on pursuing his passion for writing, Durston 
contributed scripts to some of the flagship TV drama 
shows of the era, including Kraft Television Theatre (one 
of the first popular drama seres, launched by NBC in. 
1947). It was in the 19505, as he enjoyed a sustained 
period of success in what is frequently referred to as 
American TV's "Golden Age’, that Durston had his first 
brush with the horror/sci-fi genre, writing for the hugely 
popular ABC series Tales of Tomorrow. One of the first 
sci-fi drama series to air in America, it was produced by 
Mort Abrahams, who went on to handle The Man from 
UNCLE, Durston recalls, “I did things like The Glacier 
Giant, about the Abominable Snowman, and Mr Fish, 
which was retitled The Discovered Heart, but was a 
forerunner of the Creature from the Black Lagoon. A lot of 
plot ideas 1 stole from the newspapers, magazines and 
novels, but they were cleverly camouflaged, if 1 do say so 
туе” 

When Your Hit Parade went off the айг 1959, The 
American Tobacco Company and the State Department 
sent Durston on a goodwill world tour with a two-hour 
stage production ofthe show. "There were 386 costumes, 
ten changes of scenery, a seven-piece orchestra, and two 
Army escort planes,” he explains. "^1 directed and 
produced it, We had some hair-raising experiences, there 
were some nightmares and onc death..." 


Satan Was an Acid Head! 


Felicia and The Love Statue. 


Before moving on to Durston's feature directing career, it's 
worth clearing up a misunderstanding regarding his alleged 
first film: some sources credit Durston as co-director on the 
“Turkish film Susuz Yaz (1964) with Metin Erksan. So is this 
a true credit? "No! But think 1 know how there might be а 
mix-up. I worked on a movie made in Turkey called Dry. 
‘Summer. И starred and was produced by Ulvi Dogan, won 
the Golden Bear Award, Ist Prize at the Berlin Film 
Festival: the Golden Azteca, Ist prize at Acapulco: and the 
Cartagena, the Jury Prize at Colombia. Dry Summer wasn’t 
ıa terrible movie. It was nicely made and acted, but it could 
not get released in the US. It was too bland for American 
audiences, Ulvi approached me about doing the translation 
and subtitles, had some ideas about making the film more 
‘commercial = some sequences where Ulvi suffers the 
horrors of a Turkish prison, some nude scenes in the 
shower, a sodomising scene and another short sequence 
when he gets out of prison and retums to his tne love who. 
has been suffering the cruelty of her old father or her 
landlord — forget ~ and they manage to find time alone and 
make love. The nude and sex scenes were provocative, but 
‘not pomographic Ulvi loved it and he put up the money to 
shoot those scenes in the States, circa 1971 — he couldn't 
get away with it in Turkey — and 1 edited them into the film. 
Ii made the film longer and gave it some texture. We 
‘changed the title to Reflections but it still didn't go any 
place, | didn't want any credit, but Ulvi insisted and I got a 
‘co-director, co-editor credit for the English translation and 
additional footage in the US version. End of story. 1 don't 
‘even have a video or film print of i.” 

In 1964, Durston made his true directorial feature debut, 
with Felicia, a big-budget romantic mystery about a woman 
under suspicion of murdering her wealthy and important 
husband. The film was shot over fourteen weeks in Puerto 
Rico with DP Saul Midwall (a distinguished camera operator. 
Whose estimable Hollywood credis include Sidney Lumet's 
12 Angry Men, Elia Kazan's А Face in the Crowd, Robert 
Rossen's The Hustler, and Otto Preminger's The Cardinal), 
"The soundtrack featured music by Nat ‘King’ Cole, and 
Durston managed to coax forties beauty Louise Allbritton 
(memorable as the willing bride of Lon Chaney Jr-'s vampire 
in Robert Siodmak’s Son of Dracula) out of retirement for 
the role, Felicia was а hit in Spanish-speaking countries, but 
is fiendishly hard to find today: chiefly because any further 
exhibition was thwarted when the backer withdrew the film 
thanks to complications in his divorce proceedings. 

Durston followed Felicia with The Love State (1966), 
another movie that’s extremely difficult to sce, though 
Durston has access to а film prin and is considering 
releasing it. Made for a little under $300,000, at a time 
when many young people were beginning to experiment 
with drugs and a freer sexual life, ће film addressed the 
emerging countercultural agenda, telling the story of a 
group of Greenwich Village denizens and their experiences 
with LSD. 

‘Tyler (Peter Ratray), а young Greenwich village artist, 
is having sexual and relationship problems with Li 
(Ondine Lise) his strong-willed, dominating girlfriend. 
Finally sick of her criticisms and mind-games, he throws 
her out of his apartment. Later, at a nightclub, a beautiful 
Japanese girl called Mashiko (Hisako Tsukuba) offers him. 
LSD — Tyler accepts and spends his first acid rip ata 
debauched, uninhibited party where lesbianism and 


эя 

Durston rte artsy drama The Love 

‘Statue (196) caught he mi-sites mood of 
sexual and chenica! experimentation. 


THE LOVE STATUE 


181 


7 for a Statueof lob... 
4. АН was the last 
thing you thought 
about ! 


TheOriics LOVED it | 
“The most unusual 
85 minutes ever filmed!” 
“вле 
“Brillant fm. sizzling 
sex...A bizarre ove. 
affair belween a sculptor 
end his sculpture I 
"Sie magazine 
“The most SEXsational 
film of our fime !* 
-ADAM magazine 


voyeurism are openly indulged. Still under the effects of the 
drug he returns to his apartment, where his sculptor friend 
Stan (Harvey J. Goldenberg) is also now staying. Tipping 
like сталу, Tyler becomes erotically fixated on а nude 
female sculpture Stan has been working on, and hallucinates 
а wild sex encounter with the statue coming to life. А few 
days later Lisa retums and when Stan refuses to help her 
find Tyler she smashes the statue. Stan, d 

violence by her actions, murders her. Tyler comes home to 


find the corpse of his ex-girlfriend, and runs away from the 
horrible sight. Then, while roaming the streets, he 
encounters the woman who modelled for Stan's sculpture. 
‘The two of them strike up a relationship and go looking for 
Stan, who has gone completely off the deep end. 
Commendably, Durston felt obliged о gain personal 
‘experience before the shoot began: "As long as 1 was writing 


about LSD and directing а film about it, I had to experience 
it, which I did under à doctor's supervision,” he reveals. “I 
found out was not suicidal or homicidal, but 1 did have two 
personalities — a conservative side and an extrovert side — 
whieh would be my mother and my father, and is why I 
sometimes sympathise with my antagonists. I know 1 didn't 
sleep for two days; my mind was clicking so fast. And 1 
‘couldn't type fast enough to put down all my thoughts. 1 
wondered about being a gum machine in the subway, but 
nobody would buy my peppermint, only my tutti-frutti. 
What really impressed me about the drug. dangerous as it 
сап be for troubled people, is that, unlike alcohol, if you 
drink too much, you sometimes can't remember арув 

after you come out of LSD. you remember most everything 
Amazing. even the crazy things. Once the doctor was 
convinced 1 wasn't a person who would hurt myself or 
anybody else, he released me to go home.” 

Whilst filming The Love Statue (The original title, The 
Love Drug: was changed because it couldn't be used in 
advertising) Durston met Jerry Gross, a directorproducer. 
tumed distributor who was to have a major impact on his 
future career. “This was before he formed Cinemation 
Industries and started producing some of his own movies: 
Durston explains. "He had a partner then and they dabbled 

that were sitting on the shel 
They would fix "em up a bit and get distribution. Their big 
talent was in producing the trailers. They were good at that 
Jerry had given the boys who produced The Love Statue 
‘small investment in the film. These young guys, Harvard 
rads, had the story idea for the film. They paid me to write 
the script based on their idea and to direct the film. One day 
during shooting in New York's Village and Litle Italy (one 
‘of our locations was the now world famous club The Biter 
End, which was just becoming popular in the Village. Jerry 
dropped in to check оп his investment, and see how things 
were going. That’ how 1 first met Jerry Gross. He had great 
‘energy and enthusiasm: a bor hustler, and 1 liked that, 
because I wasn't. My downfall has always been that I have 
never been able to hustle. And that's not because | was lazy 
= 1 just couldn't pitch myself or my talent or manuscripts. 
Jerry and 1 got along well on that first meeting and it was 
the star of several years’ association. Jerry had an e 
Betty Shea, and it upset her and made her angry that he kept 
staring at her. That was Jerry! The film opened at the World 
Playhouse, just off Broadway. a movie house that showed 
mostly foreign films, and fortwo or three days it did 
absolutely no business. It died and the exhibitor of the 
house was ready to pull it - but then, just in time, Life 
magazine broke the explosive Harvard Drug Scandal The 
Love Statue stated doing great business, briefly, and tripled 
its investment in New York alone. Everybody wanted to 
know more about LSD. But it was a shabby fi 

Durston did not enjoy а rapport with Sandy Barnett the 
producer of The Love Statue ("Sandy and 1 didn't like each 
‘ther. Не was a society playboy who was heir to а chocolate 
candy fortune, a dilettante asshole who looked in the mirror 
and wondered what the other seven wonders of the world 
were doing.") but he speaks fondly of one particular cast 
member, with whom he enjoyed a warm relationship 
beyond the film: "Coleman Younger, П, the great grandson 
‘of the original American outlaw, played a small part in The 
Love Statue, He was a good-looking kid who looked а lot 
like James Dean, but used him because he was good on a 
motorcycle. He got in a fight with another actor in the film 
who was bugging him, and a day or two later this guy tried 


Nightmare и: 


to kill Coleman, and was arrested. Can't remember his 
name. He didn't even have a credit ín the film. Coleman 
жав a rebel, like his great grandfather, only he rode а 
motorcycle instead ofa horse. We liked each other immedi- 
ately, had the same sense of humour. He used to take me for 
some wild spins on his motorcycle, and Coleman was the 
irst one to introduce me to pot. Wow! It was an experience 
the first few times, but realized 1 could float just as well 
оп dry martinis, and not cough as much.” 

Being a filmmaker in the 1960s, and acquainted socially 
with the younger generation as well as his own, Durston 
saw for himself the beginnings of the new cultural odyssey 
upon which American youth was embarked. However, by 
the time The Love Statue was enjoying йз brief burst of 
box-office success, he was already in his mid-fortes. 1 
asked him what he'd thought of the counterculture as it 
emerged: "Wall it was there. | didn't approve or disapprove 
of ît. You must consider that 1 was a very liberal person. 1 
had many black friends and gay friends. 1 could never stand 
to see any other human being intimidated or abused. 1 still 
can't, OF course I'm sure I inherited this trait from my 
father. But whenever 1 was in a situation where 1 thought 1 
had the upper hand, 1 would defend these people. And the 
hippies, the flawer-power groups, they were drawn to me 

ike | was a magnet. I liked them and I helped them if 1 
could. Mind you 1 didn’t dress like the hippies, nor did I 
ride a motorcycle. felt sorry for the hippies who were 
hooked on drugs, and tried to help, but there was so little 
real help 1 could offer — but did go to many of their parties 
and activities. | of course loved Easy Rider = the freedom of 
its context and production. 1 knew that there was going to 
ве an important place for independent films in the future. 
They didn't always have to be Hollywood studio controlled 
My wife, Joan — a gal from New Orleans who was a 
socialite — hated it! We lived at the Sutton House on the 
East River, New York, and I was doing very well in TV 
then. But there's your difference, Socially prominent people 
and hippies did not approve of each other. I probably would 
bave been а good hippie, but my life took a different tum. 1 
didn't go to the big Woodstock event in New Jersey 
Coleman invited me to go, and 1 would have, but Joan and 1 
were in a crisis with our marriage, and her folks came up to 
New York to try to straighten us out that weekend. See what 
1 mean? | may have had an easier, maybe more produ 
life, but didn't have the freedom of the hippies. I was 
married and 1 had а TV contract I had to live up to. 
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Giallo á là Durston: Blue Sextet me 


Promotional at for The Love Statue. 
It was four years before Durston was able to mount 

another production, the erotic thriller Blue Sextet (1970). 
It tells the story of a group of six people whose memories 
of a recently deceased friend are explored in extended 
flashbacks, The director is not keen to recommend it 
today: t has some moments, but not very many. What | 
эт proud of is that at the time 1 was the only one who. 
would dare to write or direct а film that had two alternate 
‘endings — what could have happened and what did 
happen. J.B. Priestley was the only other writer who 
dared use two endings, in his play Dangerous Corne 
They made a movie of the play (which he didn't adapt for 
the screen) and the asshole studio that produced it [RKO 
їп 1934] only used the happy ending - the cowards! Blue 
‘Sextet was not а hit, I had trouble with that movie. They 
Tan out of money, but | worked two weeks without рау 
just to finish what 1 started. And the French actress 
‘Adrienne Jalbert was a temperamental bitch. It just didn't 
have the team-work." 

sometimes, a filmmaker's unhappy experiences making 
а picture can blind him to its charms. Durston eventually 
let me see a tape of Blue Sextet, and, despite his 
misgivings, | found it to be a wonderfully sly and perverse 
thriller, very much in the Italian mode of films like The 
Sweet Body of Deborah, ot more accurately, Mario Bava's 
Four Times That Night. The plot revolves around the 
recently deceased Jeff Ambler John Damon): friend, lover, 
businessman, art gallery owner, pornographic filmmaker 
drug-dealer, ravisher and all-round amoral psychopath. His 
mysterious death at the start of the film triggers a cat's 
cradle of seamy revelations, as his friends congregate after 
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E 7 Blue Sextet show 


nds the party not 
br el 


the inquest for a long night of drinking and soul-baring: b: 
moming they have at last understood the truth behind 
apparent suicide, and the extent to which Jeff screwed 
exploited and bamboozled them all. Blue Sextet 

the perceptions of his friends, bu 


glimpse Jeff thro 
арап from that he's like Patricia Highsmith's “Talented M 


Ripley’; an urbane seducer luring others to their doom 
idly into а mirror, h 
ponders, ^I never know whether it me I'm looking a 


without а care in the world (gazi 


someone who looks like те. I'm always waiting to be 


introduced.) 
the sis we 


The fun comes from seeing how each 


in one way or another, shafted by this callous Lothario 


(and in true giallo fashion, they all have a motive for 


murder). George (Peter Clune), ей" business parte 
earns that Jeff is actually the father of his child; Ed 
Sinclair (Mark La Roche) reveals that Jeff tricked him 
sex with a wealthy transvestite (who proclaimed "1 a 
the darkness!” before switching off the lights and fel 
him): Felicia (Adrienne Jalbert) claims that Jeff dru 
her and then let strangers ravish her as punishme 


rebuffing his sexual advances; and Tish (Coco Sumak 
explains how Jeff beat ber during sex and then, whe 
left him, seduced her new boyfriend Bud (Harlan С 


Poe) into joining him in bisexual orgies. Bud appear 
the only one who still loves Jeff, but eventually even he 
can take no тоге. 
The plot is a convoluted affair that requires close 
attention, but fans of the madly complicated Italian 
ousin. Durst 


will recognise this movie as а Stateside 
plays his hand beautifully with plenty of twists and 
surprises, and just like the European thrillers mention 
even the art design gets а lookin: for instance, on the 


walls of Jeff's apartment, a painting of a priapicall 
homed demon sardonically counters another prominen 


| T 


displayed portrait, portraying Jeff in the tasteful style of 
blue-period Picasso. (Considering the film's modemis, 
nulti-faceted characterisation of Jeff, perhaps а cubist 


portrait would have been an overstatement?) The film 
explores the amorality of its central character, but it also 
skewers the machinations and hypocrisies of the “Blue 
Sexter themselves. Tish for instance is revealed as an 
unscrupulous manipulator who feigned suicide to wi 
sr way into a rich man's affections, However, she gets 
tore than she bargained for when it tums out that her 
arget has a taste for rough sex: she can't cope with this 


and feels degraded, even having the nerve to complain that 
lef doesn't respect her as a person. As was perhaps 
ble given the time the film was made, Bud's desire 

Jeff is slightly displaced, with his bemused attendance 

orgiastic gay party standing in for the love affair we 
ect has taken place. The film is far from coy, though, 
bout Bud's forlorn obsession: he forms а masochistic 
v dislodged by the 
1 had happier times with him, even 


tachment to Jeff that can't eve 
ers revelations. 
1 he was laughing at me, than I had with anyone 
he sobs, Such tormented plaints may belong to the 
a that gave us such “weep if you're sad fo be gay 
productions as The Boys in the Band, but Harlan Cary Poe 
likeable performer ( 
res Bud one of the least common attributes in 
п: loyalty. It may be misplaced, but among the 
«Ни and double-crassing of the Blue Sextet, it's а 
ble glimpse of saintliness, 
Ploting aside, there are numerous lurid treats along the 
way. The aforementioned bisex 
}. with semi-nude men kissin 


also seen in Stigma) and 


party is pretty daring for 
and fondling each othe, 
foor show with two butch numbers wrestling, A 
4 Guignol torture dungeon sequence (one of Jeff's 
sels) looks like out-takes from the fabulous Mickey 
argitay vehicle Bloody РИ of Horror, climaxing in a spot 
grungy ongan-ripping that brought Back fond memories. 
René Cardona’s Night of the Bloody Apes. And Jet's 
ig-fuelledrape-ravishment of Felicia comes on like The 


Corman ("Ir was 


loding Plastic Inevitable meets Re 


amare, 1 felt like 1 was drowning in a whirlpool of 
Felicia recalls). But my 
nsight into Jeff's depraved world comes with a 

A Kind of emotional 
riptease, in which the artistic endeavour does ти flow 


ur and freak images, 


glimpse of his topless sculpting class ( 


the soul lies free and naked," he declares, tongue 


y in cheek), in which it’s the students not the models 
o sit around stripped to their undies. 
For all the fun and frolics of Blue Sextet, Durston 
proaches the ending in a minor key, pastiching Who's 
d of Virginia Woolf? as the confessions and revelations 
х leave everyone emotionally exhausted, "Jf 


dy says things ЇЇ look better in the morning, ГЇЇ 
am.” says Lie. Then, as if sending up the fears of those 
Ч rather die than watch a film with a downbeat 
ding, Durston skips back in time to the early stages 
movie, in which the six friends debated whether or not 
ү 
agree to leave Jeff's secrets alone, and the film ends 


ка slesi stay in their closets. This time round, 


ne jolly banter of the no-longer-blue sextet, until the 
v tune swoops over them with its Greek chorus lyric 
story of the Blue Sexter?/They 
ached for the truth, and they found regret.")2 
blue Sextet is a confection, an entertainment, but in its 
frivolity there's а great deal of style, Interleaved with the 


vou heard th 


Satan Was an Acid Head! 


cheerful sleaze and barbed wit, there's a chillier train of 
thought to do with loneliness and the mysteries of identity 
The idea that no one ever really knows anyone else is 


taken a step further by the sug rigueur in. 
post-modemist discourse) that perhaps we're no more than 
"he sum total of the impressions we make on others. After 
all, we can be totally redefined by a single perception, as 
those accused of rape, for instance, know very well. Jeff is 


the hollow centre ofthe film, dead and gone, defined only 
by the memories and self-justifications of others, but 


Durston gives him one last laugh in the form of a shot 


from one of his dite litle nudie reels, in which for a 
second he looks at the camera and winks. Їп that jolly, 
rogue-ish look, there's nothing of the maniacal egotist and 
psychopath we've just seen, the film once again stressing 
the impossibility of ever really knowing someone. It's this 
impossibility that propels the "Blue Sextet back into the 
past. Ignorance is bliss? Maybe not — the film expends far 
revealing the sordid truth for that to be 
Durston's conviction 


too much energ 


but knowledge is certainly no 
‘guarantee of happiness. 
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“Satan was an acid-headt" 


“I Drink Your Blood is the pinnacle of the blood horror. 
movie. IPs fast, unrelentingly violent and sexually explicit, 
dishing out а new shock every few minutes." 

= Bill Landis, Sleazoid Express (book). 


Hot on the heels of Biue Sextet came I Drink Your Blood: 
and now Durston was firing on ай cylinders. As brash and 
energetic as а vintage Alice Cooper record, and easily as 
ghoulish, И ensured once and for all that horror fans 
‘would revere his name. Shot in 1970 and first released 
‘under its more notorious title in February 1971, 1 Drink 
Your Blood went before the cameras as State Farm, а fake 
title Durston used to protect his intended release title of 
Phobia, which he feared might be ripped off before he 
could finish the movie." 

Ву 1970, Durston was no longer under contract to a 
ТУ company, and his marriage to Joan was over. It was 
time for a change: “I moved out of Sutton House, from. 
the East side to the West side, а bit of a social drop, but 
stil very nice: on Central Park West, right off the park. 
Jerry called, said he admired my work, and invited me to 
his spacious production office for a chat. He was now 
CEO of Cinemation Industries, and was making a name 
for himself and his company, He asked me if | had seen 
Night of the Living Dead, and if 1 had, what did 1 think of 
it and did 1 think 1 could top it for graphic horror and 
original plotting? Jerry never minced words. What he had. 
to say he came right out with. He said he wanted to make 
the most graphic horror film ever produced, but he didn't 
want any vampires, man-made monsters, werewolves, 
mad doctors or little people from outer space. I remember 
those words so clearly, which is why I blew my top when 
he changed the title to / Drink Your Blood! If 1 came up 
with a good idea, he would not give me a percentage of 
the picture, but he would double what my last writing and 
directing contract was with the Guilds, И was a challenge, 
but said E would like to ty.” 

Gross had seen Durston’s work on ABC's Tales of 
Tomorrow: “Jerry said what he liked about it was that no 
matter how outlandish the story, it had roots in 
probability, everyday situations — which is what Mort 
‘Abrahams always demanded in the Tales scripts and what 
made it such a TV hit. For three weeks 1 wrestled with 
ideas = nothing unusual popped into my head. Then 1 saw 
this small piece in the newspaper about a mountain village 
їп Iran (population eighty) — а pack of rabid wolves 
attacked the local schoolhouse, occupied by two school 
teachers and eighteen or nineteen children. One only has 
to read up on rabies and hydrophobia to know that it is 
highly contagious and attacks the central nervous system, 
driving victims mad and homicidal. I called a doctor, an 
authority on rabies, who had been flown over there to 
save the lives of as many as he could. He was from Nova 
Scotia, but he was in New York at the time and we got 
together. He showed me some Smm film he took of little 
children locked in cages like animals and frothing atthe 
mouth, gripping the bars of the cage like raving maniacs. 
Tt made the hair on the back of my head elevate. 1 had. 
mything so horrible, yet so real, in my life. 
would be my story for Jerry, and 1 would take 
а page from Hitchcock and сай it Phobia - like his 
Psycho! 1 started the story outline almost immediately 
without telling Jerry anything about the idea. The idea 1 


ad was for a small town to come down with an epidemic 
‘of rabies. It hadn't been done. I knew Jerry would buy it 
‘And, of course, he did. 1 think he said, "Ob, shit! That's it 
бо home. Go to work. You're on salary as of now!” And | 
did. During the time | was writing the script (И took about 
‘eight weeks, then I went back for revisions and adding 
stuff, another five weeks) there was so much newspaper 
amd TV coverage on the capture and conviction of Charles 
‘Manson, his mean face on the cover of Time and Life. One 
couldn't avoid him, and as horrible as it was, everybody 
was fascinated or obsessed with him. Suddenly I thought, 
what greater horror than the invasion of a Satan- 
worshipping group along with the rabies epidemic? Ar 
all tied together so easily, I rewrote, creating the character 
Horace Bones, inspired by Manson. It didn't change the 
mood of the story, it added to it. 1 changed very itle. But 
he fit. lt wasn’t as if the Manson idea had just been stuck 
in there for more horror ~ Horace Bones created а real 
‘threat to the town and added some scenes that actually 
shocked the audience.” 

"When Durston gave Jerry Gross his script, the veteran 
exploitation producer was over the moon, “Jerry lipped. 
he recalls. With Gross's enthusiasm ringing in his ears, 
Durston began work on pre-production. Firstly he hired a 
location finder, who earned his crust and then some by 
discovering a derelict berg called Sharon Springs in Upper 
‘State New York, near the Canadian border. It was perfect, 
giving the production a distinctive and memorable setting 
It had once been a popular spa with warm mineral springs, 
‘but when the springs dried up the town did too. “Н was a 
strange, lonely place,” recalls Durston, "only about a 
hundred population hanging on, if you included the 
‘surrounding farms, but there was a sheriff and deputy ~n0 
restaurant, no movie theatre, but a general store. You had 
to drive twenty five miles to reach civilization as we New 
Yorkers knew it. We kind of had the pick of the town 
locations, including an old hotel, The Roosevelt that was 
going to be tom down within two months. We gave the 
town $300 and practically tore the hotel apart ourselves 
‘And although we were very lucky, thinking we would be 
saving a lot of money, we were actually very foolish — or I 
жав. All those glass windows we broke or smashed were 
not faked, but real glass, Some of the actors could have 
‘gotten seriously cut up. 1 think about that lot and realize 
T must have been blessed, but nuts.” 

Gross proved to be a supportive, even indulgent 
producer: "There was no problem with getting paid, or the 
bills being paid, or getting what I needed,” Durston 
recalls. “It was Jerry's company money and 1 had nothing 
to do with the financing except to make up a tentative 
budget, and submit it - and Jerry approved it. He gave me 
total control over casting, hoping 1 wouldn't mind a few 
suggestions. And I must say he left me completely alone 
when I was directing the film. He came to the location 
only once. He saw the dailies each day in New York, 
called me and said, “It's looking better and better ~ better 
than anybody on the board expected it to be.” 1 think we 
only went over about $100,000, Jerry never complained 
He knew he had something.” 

The film was shot entirely on location, in just eight 
weeks, “I spoke to God, and we had no weather. 
problems," Durston jokes. “The locals were fascinated. A 
Hollywood film company coming to their sleepy little 
community to make a film — we didn't tell hem it was a 
horror film. But they didn’t know how to take us, 


Nightmare USA 


especially the crew. Now the crew was а hundred percent 
professional — these were guys who knew what to do and 


how to do it quickly 1f 1 asked for 


їмїт; on the spur 
of the moment, like "source of light 


or someth 
like that, they were right there with it They wi 
and worked hard, but they were also wild ~ some on 
drugs. 1 didn't know about that at the time. Stupid me! 1 
got very friendly with the sheriff, as 1 knew we were 


ricky 
tough 


soing to need some help. He wasn't а redneck, bur а very 


nice guy with a sense of humour. He was also quite moral 
minded. He appears in the movie as the sheriff who comes 
in with his men in the shoot-out climax. He would show 
up sometimes, unexpectedly, which made some of the 

s nervous about their за Ни 


and smoking! 

‘One night the sheriff asked me if some of the locals 
sould come out and watch us shooting. He said he would 
see that they didn't get in the way. They came out; the 
Sheriff had bleacher seats for them, across the street from 
the Roosevelt Hotel. We were going to shoot a scene 
favouring Iris Brooks, playing the role of the promis: 
opus girl, Frieda, who eventually infects the 

construction workers. That evening Iris was to run out of 
the hotel screaming and crying, a reaction to seeing Rollo 
chop off Shelley's I 

she always had to be motivated. She told me before we 
started shooting the scene that it was very difficult for her 


Now Iris was a 


o ery on cue, What she suggested was that just before we 


started rolling the camera I talk very rough to her, call 
ier some bad names, and smack her across the {асе so it 
urt, and that would induce her to сту. Well this wasn’t 
у method of getting somebody to cry (1 liked to talk 
hem into it), but | thought, anything to get the shot. At 
that point 1 hadn't counted on an audience. We were 
pretty keyed up that night. I yelled "Stand by.” Iris ran out 
the hotel, down to the camera position. 1 spoke very 


sean to her and smacked he 


ick into the hotel, 1 called for the camera to roll and Iris 


came out screaming and crying. t worked — for Iris and 
he scene, We did four takes on that scene, and 


me it got better 


ch 


but the audience of locals were 
vrified. They told the sheriff that | was unbearably 
il to the actors = they thought I was a sadist and 
sould be arrested or replaced by another director. They 
ere really incensed!” 


As various novel situations were played out before the 
sra, the locals 


red to fret over just what sort of 
allowing to be made in their town: 
Rumour got around that we were a bunch of degenerates 
aying with 


e Durston laughs, "Those rats came from 
New York, ГЇЇ ave you know! They had been raised in 


1 trained, and were expensive by 
h two handlers. We ordered twenty five, and 

to fence them off for а scene. They could 
tumed loose and would all come back when the 


andler blew a high pitch whistle. Another funny story 
out the rats concerns the dead ones we had to buy from. 
а medical centre forty miles away from our location. The 
d rats were not to be harmed or abused in any way 
ће prop man had to buy a box of dead white lab rats 
spray-paint them the night before the shoot, to match 
d тиз. They had to be kept on ice overi 
ool place. The cott: 


$e | occupied had а refrigerator, so 1 
ggested to the prop man that the rats be kept there 
Well 1 had a few east members over for drinks that 

g. including the sheriff. I for 


ıt about the dead rats 


an Was an Acid Head! 


in the bottom of the fridge, and while 1 was busy talking 

to the sheriff, 1 told a couple of actors to help themselves 

то drinks, and there were ice cubes in the fridge. When 

thes nd saw all those dead rats packed 
was naturally an explosion of yelling, 

screaming and laughing over the discovery. What the 

sh 


opened the fridge 


thought 1 don't recall, or don't want to. I'm sure he 
thought we were in 

Durston has fond memories of working with his cast, 
many of whom he still knows today. 


the movie went on to bi 


ıe. The townsfolk certainly did. 


A lot of the actors in 
and better films, like Arlene 


femme lead in The French 


Farber, who played the on 


Connection. And want you to know that two of our rats 

went on to playing the title roles in two hit horror movies, 

Willard and Ben - and they were the leads! Talk about 
aker” 


being a star- 


Bones he 


1 Drink Your 


Ro] and Jatine Wong 
=I Drink Your Blood. 


One of the film's most iconic and extraordinary 
performers almost missed out on her role: 
after the 

into my office. There wer 


‘One moming. 


Im was completely cast, a young lady walked 
по parts open for her to read, 
but she was so beautiful 1 just had to have her in the film. 
It was her first film — so you might say 1 discovered her. 1 
and gave her one big 
scene. Her name was Lynn Lowry and she went on to do 


wrote in the role of the mute 


films for some of our great horror film directors like 
George Romero а 
in L.A. She's а helluva good actress, and today appears in 
the theatre, and even performs in nightclubs as a singer. 
Durston’ 


ind David Cronenberg. Lynn lives here 


instincts were impeccable: Lynn Lowry isa 
stunning presence, She has a pagan, elfin appearance that 
makes Cate Blanchet's “Galadriel” in The Lord ofthe 
Rings look like a Russian shot-putter Lowry draws the. 


attention in а scene even when she's utterly silent, and 
has а knack for conveying a strange inner disso 


е gained her the attention of the 
ilm. 


that must surely h 


aforementioned Romero (who cast her in his 19 


The Crazies) and Cronenberg (who put her in his 1975 
feature debut, Shivers — of which, more later). 

1 Drink Your Blood is notable for many thin 
least its casually multiethnic cast. The Satanic 
made up of Black, White, Chinese and Indian members, 
with no explanation deemed necessary, which perhaps. 


recalls Romero's Night of the Living Dead but is more 
likely just a function of Durston’s gregarious liberal 
sensibility 

who was a ballet dancer with the New York City Ballet 
Company. He played the part of Rollo, the black dude, 
who goes on the rampage. Everybody loved George. He 
had a wonderful sense of humour, a magnificent and 
graceful body, with a dick the sizeof a coke bottle. When 
же did the nude scene, I ordered everybody who was not 
involved in the scene off the set - only me, the 

cameraman, soundman, and one lighting technician, which 
‘made it more comfortable for those who did have to 
disrobe. But the gals in the company found a barn that 
overlooked the location, and they all sneaked up there 

look at George in the buff - with four pairs 


Another wonderful guy was George Patterson, 


quietly to get 
of binoculars!” 


Of course, the most memorable character of all is cuh- 
leader Horace Bones, played by Bhaskar (full name 
Bhaskar Roy Chowdhury), а strikingly handsome. 

His father was a famous sculptor whose 


Indian origin. 
works became national treasures in India,” Durston recalls 
“Bhaskar became the world’s foremost interpreter of East 
Indian dancing, which is quite an art of rhythm and. 

ad made a few films in India; he 


muscular control. Н 
was even a singing Tarzan in one movie. He made a guest 
appearance play elf in Blue Sextet, doing his 
famous Fire Dance. And then came / Drink Your Blood. 
[Bhaskar wanted to act and was excited about playing the 
рап of Horace Bones. 

Bhaskar is a marvellously vital and demonic presence 
їп / Drink Your Blood, bringing to an essentially evil 
character distinctly charming streak, which perhaps 


fleets his cultural background, where moral concepts are 
Jess absolute and Manichean. There's no doubt that Hor 


Bones is a monster, but the wicked sparkle in Bhaskar's 
eye goes a long way to explaining why we feel tempted, as 
Viewers, to sympathise with the villains rather than the 
put-upon locals 
Is probably that same spark, visible in his onscree 
im the strength to overcome a 
calamity that was soon to follow in real ife... Not lo 
after the film wrapped, Bhaskar's life took a painfully 
tragic tum, as Durston explains: "After he finished 
filming a nationwide concert tour 
At one engagement in the Mid-West he was reb 
stage, making a series of pivots and leaps, when the 
stagchand at the light board backstage accidentally pulled 
se and auditorium ini 


persona, which gave 


he was scheduled о 


the wrong switch and threw the st 
darkness. Bhaskar pivoted off the sta 
pit. He has been paralyzed from the hips down ever 
since, eut short at the peak of his career." (For the full 


story, see the detailed interview with Bhaskar elsewhere 
in this chapter) 

Durston has nothing but praise too for his 
man on the shoot, DP Jacques Demat 
a rugged Frenchman with the heart of a poct. The first 


“Jacques was 


we began working together, we instantly liked each other 
He was an excellent cameraman and director of photog- 


raphy, and 1 immediately fell in Jove with his work 
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їс gave me exactly what 1 wanted. He didn't come onto. 
the film until we were one-third into production, Joe 
м 
reek he left me, because somebody else made him an 
offer he couldn't refuse. Mangine and I had 
Blue Sextet and one TV program that was рап of the 
avy Log series. We had been close, had the same ideas, 
ıd loved Hitcheock’s theories about filmmaking 


ine began shooting the film with me, and the third 


cluding “the source of light for atmosphere. We started 
ightng that way on J Drink Your Blood, and Jacques came 
ht in and picked it up, so the film had the same look 
roughout. Mangine and Jacques were both good DPs. So 
was lucky. Mangine did not get credit for his work on / 
However, years later we did get 


sain for an elaborate forty-five-minute industrial 
im 1 wrote and directed f 
and paintings are promoted an 


an art gallery, about the way 


sold; 
Drink Your Blood is distinguished by an all-time 
which positively 
courages a humorous, even campy evaluation of the 
л. Durston recalls, "Clay Pits did the score after 1 
shed with the film and editing. I returned to L.A, so 1 
around for the scoring 


«sic exploitation movie score 


but I approved of what he 
did. In fact I liked it a lot. He gave the music a tongue-in. 
ick kind of treatment, in some parts like an old- 
hioned melodrama, which was the humour the film 
Чей, after Cinemation re-edited my film to remove 
в of the humour. This was before the MPAA rating 
Later, 1 wanted Clay Pitts to score 


mmething else 1 was doing, but 1 couldn't locate him, 


n through the musicians’ union, and | heard that he had 


ner name, and a successful reputation, which would 
plain why he didn't want his name on a film titled / 
д Your Blood" 
lence, so extreme for the time it was made, 
grabbed t 
1 startles viewers today. Back then, Drink Your 


film has many great qualities, but of course the 


audience by the balls back in 1971, and 
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Gordon Lewis's level of grisliness. When 1 say this, 
Durston i thrilled: "Oh, wow! I'm compared to the 
Wizard of Blood!” Happy though he is to be appreciated 
їп such a way, he then rightly makes a few distinctions: 

Although / Drink Your Blood has become a cult classic 
you must consider 1 was not a writer/director who 


specialised in horror at the time. Herschell Gordon Lewis 
was, and there are a few others who are very good at it 
The in 

into the picture. Ї was told to come up with a story that 
would out-do ай other horror films. The violence was well 
thought out in advance, and 1 think it was well motivated, 
which would exonerate it from being an in-your-face 
horror picture, The fact that / Drink Your Blood is а 
landmark film — the first ever to be rated *" based on 
Violence alone — indicates that I succeeded in givin 
and the public what they wanted. 1 do not, however, think 
that / Drink Your Blood deserved the honour of the first 
X', makin 
that time. I think the reason audiences reacted to it so 


/our-face violence was not something 1 just threw 


Gross 


it the most gruesome horror film ever made at 


dramatically was because it was a violent story that could 
probably have happene etched 
or unmotivated. Hydropbobia is a reality. Manson is and. 
was a reality. The point I'm making is that the more 


The violence was not fi 


audiences can identify with a situation that might happen 


to them or could happen to them, the bigger the scare. Yes, 
when / Drink Your Blood fist opened, the audience did 
Scream and yell and talk to the actors on the screen 

You're gonna get it!” - that sort of comment. One theatre 
tried to sue Cinemation Industries because, at a Saturday 
midnight showing, some of the audience tore up the seats. 


This may not have happened. It may have been a Jerry 
Gross press plug. Today, however, the young audiences 
nd brought it back to 
become a cult classic, find more ‘camp’ elements in it 
alot too 

And my gore can't begin to match the special digital. 


who have rediscovered this film 


They still scream and yell, but they also aug 


effects gore in today's films. 


Sob Un and Horace Bone gaze e тол ш 
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Jacques Demarecaun te DP whe pcd 
Зверь angie on | Denk Your Вов 


“What a fne man and DP Hie wa 

Ind never said a werd | sa 
"How ya doing?” and he answered "Jun 
great Wording wih you gos 
belong her * That was whe we were do 
Drink Your Boos 


чі Ruin Your Title!" and 1 Eat Your Profits! 


Durston may have enjoyed the fun and frenzy of making the 
film, but what followed nearly soured the experience. The 
first unpleasant surprise was a change of title, from 
Durston's preferred Phobia to Gross's choice, 1 Drink Your 
Blood. Durston is scathing about the replacement title: 
“Ridiculous — there are no vampires in the film, not even a 
Bloody Mary! They might as well have called it ‘I Shit in 
Your Saddlebag'!" He's right, of course, the title bears no 
real connection to what happens onscreen; but as Wes 


Craven was to discover the following year with his ultra- 
violent debut The Last House on the Left, a title can 
mysteriously transform the fortunes of a film, even if it has 
nothing at all to do with the movie. Last House initially 
played as Krug and Company, and briefly as Sex Crime of 
the Century, but it stiffed under these more apposite titles. 
Both Lee Lewis of Hallmark Releasing, who came up with 
the Last House title, and Barney Cohen, the Cinemation ad 
тап who invented the / Drink Your Blood moniker, applied 
ıa weird brand of business voodoo, concocting titles that 
seemed to leap off the marquees directly into the imagina- 
tions of einemagoers, And speaking of voodoo. 

The second surprise was that Gross had paired / Drink 
Your Blood on а double-bil with Del Tenney's black-and- 
White 1964 stiff Voodoo Bloodbath, now renamed 1 Eat 
Your Skin to match the new title of Durston’ film. Although 
this double-bill and the attendant promotional campaign 
have gone down in exploitation history as one of the great 


horror hard-sells, Durston was understandably unimpressed: 
1 was never consulted. When I found out about the chan 
of title and the plan to put it out оп a арине Ый it was 
ready for release. 1 saw one of the ads they used but it was 
чо do anything about it. Quite obviously 
Cinemation Industries did not like losing money, even when 
they made a mistake, They had bought a dog of a film the 
body 
expected, which is why it didn't have a drive-in opening. 1 
"ry not to badmouth other filmmakers’ work, but / Ear Your 
Skin was really amateurish, so shamefully badly acted, 


could not sell or give away. Phobia was better than 


badly directed, badly written, and ай the critics seemed to 
agree. It was a Cinemation Industry mistake buying й, and 
ту film had to suffer so that 7 Ear Your Skin wasnt a loss 
for the damn stockholders, 

He continues, “Phobia was supposed to play drive-ins - 
and I thought it was probably a drive-in movie, especially 
after they changed the title. But the surprise was that it 
‘opened at the first class Wamer's Theater on Broadway 
and there was already а line when the box office opened the 
fist day. The film made money, even after the MPAA'S 
rating meant the film had to be cut-cut-cut to get an ^R" 

"Bur what the MPAA did, bless their dear litle two- 
ke 1 Drink Your 


faced hears, without realizing i, was to ma 


Blood n landmark film, a big controversy, So naturally 
everybody wanted to soe it and decide for themselves if it 


deserved an ^X? rating. based solely on violence: 
Happily, the scenes that were cut by Cinemation before. 

the MPAA made their contribution have been reinstated in 

the DVD release. One unnerving sequence involving Doc 


Banner (Richard Bowler), in which the unsuspecting old 


man is dosed with LSD. was eut short for all prior versions, 
now I'm 


din a TV play 1 wrote, and 1 


as Durston explains: “Richard Bowler, who is g 
sorry to say, had appe 
directed him in wo summer stock productions (1 worked for 


a while as a director at the Fairhaven Summer Theater in 


190 


Massachusetts). The scene was brutally cut short, and for 
the DVD it has been restored in fall: under th 
LSD he hallucinats that his grandchildren's parents 
returned from the grave, accusing him of not bringing 
‘up right, of not being a good parent, and he throws t 
ghosts out ofthe house, It's all back in, I'm happy to say 
including the new ending taken from the outtakes where 
Pete, the boy, gives himself up to the sheriff, but they can't 
Find а pair of handcuffs that don’t slide off: They don't take 
his confession that he committed a horrible crime serious 
“What did you do, kid? Break à window?" An 
phew Jack, who 
ser, gets his head blown off by his 


uence o 


never-before-seen sequence where my 


the en 


plays Roger, 
girlfriend, the bakery queen. 
Durston's deal with Gross (no percentage of profits bu 
double his established directing salary), though Spartan, was 
"I didn't have any probe 
Jerry Gross and the original theatrical distribution. 1 didn 
have anything to do with it. Cinemation Industries put up 
the money to make the film and they also had a major 
distribution arm in the US as wel as the foreign market. 1 
was paid off for the theatrical rights (video had not come 
уе) Вот in New York City in 1940, Jerry Gross was an 
‘exploitation director (Girl on а Chain Gang, Teenage 


at least honoured in fll 


Mother, Female Animal) who put down the camera to 
concentrate on the business end of filmmaking. A man of 
varied inter 


sts, he was the only person willing to take a 
risk on Sweer Swerrhack Baodassss Song in 1971 


stepping up as producer when African-American movies 


ed unprofitable by the majors. He 
distributed art-house fare like Juliet of the Spirits and 
comtercultre efits like Эле the Ca, before starting 
own company, The Jerry Gross Organisation, in the late 
seventies, and devoting his ener 

horror films such as Spit on Your Grave (1978) and The 
Bogey Man (1980), 

Recallin 


ies to marketing extreme 


the contradictions of the man, Durston muse: 
'Gross could be gross, but there was а fine line. He also 
appreciated апу films, and took chances nobody else would, 
un, Dalton Trumbo's masterful 
but ob-so-depressng picce. Jerry did have an intellectual 


such as Johnny Got His 


side, Yeats later, after he lost Cinemation Industries (t went 
bankrupt), he moved to L.A., met a wonderful woman 
called Marion whom he married and they formed another 
company with a big office in Century City. Marion was very 
этап and shrewd, and Jerry adored her. She was just what 
he needed to get goi And they did, and were 
successful for a short period of time. 1 think if Jerry had 
known this woman when he had Cinemation Industries, it 
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sever would have gone bankrupt. She really knew how to 
vegas а company. I liked her, and she said she liked me 
the best of all Jerry's former associates. Jerry called me in 
‘and we forgot our differences on / Drink Your Blood. He 
‘wanted another horror story from me that his new company 
sould produce. So he gave me some development money, 
seed | went to work for bim again. What 1 came up with this 
Sime was a classic type horror film, not all blood and guts. It 
was called The Well of Darkness, Jerry was sold on it, 
because Marion was sold on it. But here we go again. 
Before he got it produced, Marion died. Jerry just went to 
pieces. He was so in love with this woman and he never 
recovered from the loss of his first and only true love Û 

ik Jerry was an original, He was a modem day РТ. 


Вали. Most of his competitors, even if they didn't like 


bim, at least respected his dauntlessness." 

‘Sadly, Jerry Gross dropped out of the industry during 
‘he eighties, demoralised by his personal loss and by the 
squeeze tactics of the jealous major studios, who were 
‘слита in on the independents. When he was found dead 
ж Los Angeles, California, on 20 November, 2002, at the 
age of sixty two, he was without family and friends; except 
for Arlene Farber (Sylvia in Drink Your Blood) who. 
starred in Teenage Mother, and finally ensured that Gross 
received a proper funeral. 


“I don't want to be venereal!” 


Durston followed 1 Drink Your Blood with Stigma (1972), а 
саћу title for a film about the horrors of venereal disease 
(imagine how Jerry Gross might have retitled this one... 
їв tbe event, Charles B. Moss Jr the son of theatre-chain 
geesident Charles B. Moss Sr, put up the money and 
Sandie distribution. The film got quite а few rave notices, 
ut failed to really pull them in at the box office. It received 
= minor video release but has never caught on as much as 
predecessor 
1 think even Charles got а bad distribution deal, and his 
father owned a string of theatres on the East coast!" says 
Durston. "So, being exhibitors, they just pulled the 
Jeng as they weren't going to get a fair share of the prof 
from the distributor. 1 don't know this to be a fact, I only 
spect this was the case. И never was a box office winner. 
‘Charles Moss was too smart to let anybody clean up on his 
picture, and he lost money. So he pulled it. My theory!” 

Stigma isa strong story, well acted, but rather out-of- 
‘sep given the free love" vibes of the time, So what 

iaced Durston to tackle such a potential audience tum- 

ой? “1 would never have tackled it on my own volition, but 
1 needed a job - another picture, I'd been siting on my ass 
Sr six months, managing the Ziegfeld Theater, TV and the 
ssévertisng agencies had tumed their backs on me, because 
Tve always been an outspoken loudmouth. 1 was 
Interviewed by агау, and complained about the sponsors 
producing the shows, who didn't know the first thing about 
professional showmanship. 1 said they should stick to 
selling their products, and allow the networks to produce 
{he shows. So | wasn't very popular or in demand at that 
time. Charles Moss came along with this idea, something 
really grim and old hat: УЛ! And he paid me to come up. 
with a story V.D. was hot stuff back in the thirties: 
Damaged Goods, The Road to Ruin; but now it was corny, 
passé and no longer a threat with the discovery of penicillin. 
What could 1 do with this? Where was the twist? So 1 went 
to the health authorities. A young doctor working for the 
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Medical Examiner gave me the clue. 1 asked him what was 
the biggest threat to getting syphilis: without hesitation he 
said “the attitudes of people! the stigma on the character of 
anybody who got it Like anybody with a prison record, or 
эп illegitimate child, and trying to keep И quiet. That was it 
—1 was off and running with a story. As | started developing 
the idea of people who were stigmatised — like blacks, 
prostitutes, gays ~ I started taking interest in what 1 was. 
doing. 1 saw it as a mystery, and then once the mystery was 
revealed, it would explode into drama — it almost became 
melodrama, but think the country whorehouse, painted 
"titty pink’, softened it a bit. 1 was determined it wasn't 
going to be a Damaged Goods, about teens having sex, ora. 
Soft pomo. I think that’s what Charlie was looking for. 
When I handed bim a finished script Ве didn't like it at ll 
And he said it wasn't what he wanted, But his father and 
mother read the script, didn't expect to like it because of the 
subject matter, and loved it. They thought it was intelligent 
and deftly handled for the times. 1 think they convinced 
Charles to go with it." 

Durston believes that Moss Senior's intervention caused 
some friction: “1 liked both the parens, and I think they 
liked me. He sat through / Drink Your Blood, screened at 
the Criterion on Broadway, onc of his own theatres, and 
said it was well made. In other words, before Charlie got 
the money to make the movie, Mr. Moss had о approve of 
те and my work. Okay, fine - he approved. But | think if 
had been Charles's father, I would not have read the script 
of Stigma, or told Charles to go with it. 1 would have let 
Charles make that decision for himself, and if he made a 
mistake it was Charles Jr.'s mistake. Charles had a lot to 
deal with to prove himself and be his own person: 

Durston pauses, before explaining the course of his 
sometimes stormy relationship with Moss: “I grew to like 
Charles. But be was complex, and didn't make it easy 
getting to know him. He had a very successful father, who 
was a charmer and well liked by everybody. So it was 
something he had to live up to, to be ав successful as his 
father. In the beginning Charles and 1 did not like each 
other, for whatever reasons. I could cite one case that was. 
ту fault; but let me say this first. After Charles and I started 
working together, and he was on the set every day 
throughout the shoot, we began to appreciate each other. 
more. At least | began to appreciate Charles, and 1 think he 
did me, too. After the film was over and ready for release, 
he did a few things that made me fel like he approved of 
me. He invited me to attend a private screening of Cabaret 
with he and his young wife. 1 was wild about Cabaret; 
Charles was not. And when the New York Times review of 
‘Stigma came out (a rave from Howard Thompson), Charles 
had a blow-up of it made, autographed and framed and 
presented to me: it was inscribed, “To David, Hope this is 
the stan of many films together — Charles. 1 still have it 
hanging over the bar. Well, we didn't make any more films 
together — 1 don't believe Charles produced any more films. 
1 think he was disillusioned by the film business. But when 
he was interviewed by a major New York magazine, he was 
quoted as saying the best director he worked with was me.” 

"Now this is what 1 did that might have soured Charles 
against me in the beginning. I've never told this story, 
because it would have hurt somebody who was still alive, 
somebody I liked very much. He's dead now, and 1 can 
speak up. The part of the redneck sheriff in Stigma was а 
great рап, with а dramatic death scene, the works — a juicy. 
antagonist role. My very good friend Lawrence Tiemey was 
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perfect for the role. As Larry got older and outgrew all those 
gangster roles be became а great actor, | mean a natural. Не 
was perfect for the role of the bigoted sheriff, 1 
recommended him to Charles, and because Larry was still a 
recognised film star, Charles agreed to see him. When I told 
Larry, he was really excited, because he had already read 
the script. However, Larry had a drinking problem, so 1 
begged him to мау ovemight with me. 1 had an extra room 
he used many times. Larry thought it was а good idea. He 
md 


was nervous about meting Charles the next moming 
during the night Larry got up and left the house without me 
knowing it, | called Charles and said Larry had to cancel the 
‘appointment for another time. But Larry showed up for the 
appointment, and he was really drunk. He not only insulted 


Charles as the producer, but he threatened him. It was really 
disgraceful, and 1 literally had to pull Larry out of the 
office. [apologised to Charles, but Charles only wanted to 
know if 1 had known Larry was a serious alcoholic. I had to 
admit that 1 had, but he was a friend and I wanted to get 
him back on his feet. I think this is why Charles and I got 
‘off on the wrong foot. think I would have fel the same 
жау. 1 must add, however, that Larry did join Alcoholics 
Anonymous, and stopped drinking. He went on to do some 
memorable work in such films as Tough Guys Don? Dance 
and Reservoir Dogs = and some sober and brilliant work as 
a guest star on two maj 

Larry's picture on the wall - and he seems to be saying ‘It's 
‘kay to tell it as it was’. Anyway, Peter Clune took over the 
role and did a great job with it, probably the best 
performance of his career: 

Fortunately for Durston, the casting of his leading man 
was not so fraught with difficulties, A young black actor. 
called Philip Michael Thomas, now of course known 
principally as Tubbs in the hit e 
Vice, caught the director's eye and delivered a credible, 


V shows. I'm looking up at 


ies TV show Miami 


likeably eamest performance, Stigma was his earliest screen 


ав Durston recalls, "Yeah, Phil was one of a kind. 1 


ivt him in an Off-Broadway show that was so good it 


went to Broadway, This was Phil's first movie saw him in. 
the play and went backstage to introduce myself. He was 
just what 1 was looking for. Good looking, strong voice, a 
positive person. I remember he was so excited about the 
possibility of appearing in a movie, until he found out he 
wasn't going to be making а million dollars. He would be 
getting a few hundred above SAG scale. But he did the 
movie, never complained, was always on the set on time 
and knew his lines. The fact that he was the lead took some 
of the edge off not earning a million dollars. He was 
happily married at the time and had a beautiful litle girl. 1 
allowed him to bring his family to the location. Phil and 1 
still stay in touch, When he became a big hit in Miami Vice 


and the girls were all over him, he was asked in a magazine 
interview, "What was the happiest time of your life?" Phil 
replied, "When 1 was mai 

"With the script in place, shooting began in late 
September 1972, lasting eight weeks. The fictional Stillford 
Island was shot in the picturesque fishing village of 
Rockport near Gloucester in Massachusetts, In order to 
avoid offending the locals, the script claimed that the action 
was taking place not in mainland Rockport itself but an 
abandoned island off the mainland. Durston’s cinematog- 
rapher this time was Robert Baldwin, who shot John 
Hancock's chiller Let’ Scare Jessica To Death (which 
‘Stigma’s producer Charles Moss also produced). “Bob 
Baldwin was another lucky break for me.” Durston 
enthuses. "A great person and a good DP. wasn’t on 
speaking tems with Joe Mangine then, so Charles Moss 
recommended Baldwin, who had done Jessica. To show 
you how fine a person Baldwin was, one aflemoon T 
wanted to shoot a couple of extra hours to get a beautiful 
sunset, Charles Moss was on the set every day, and said no. 
I was an added expense that wasn't necessary. So Baldwin 
went out on his own one evening, missed his dinner, and 
filmed me a beautiful sunset" 

Like / Drink Your Blood, Stigma can be said to show a 
downside to the counter-culture. Where / Drink Your Blood. 
if viewed somewhat humourlessly, can be construed as a 
scare picture about out-o 


Stigma with Dave Durston, 


control hippies, Stigma th 


bucket of cold water over the cherished hippie dream of 


free love " 


nd orgiastic revelry. Durston however г 
such interpretations, saying, “I've always been liberal ~ not 
тоо political, however, until recently with the Bush 
Administration.” It's certainly the case that both films shar 
an enlightened approach to issues of race and gender, and 
freewheeling approach to sexuality. “1 had and still have a 
lot of gay friends. They are а joy to be around. They're 
witty, have combustible senses of humour, are creative and 
talented, and also liberal. In my early days we weren't as 
‘open about our sexual preferences. It was understood, 
Suggested or suspected, but never discussed openly. Not 
until the sixties did people start opening up about their 
sexual orientation. I've never saîd anything about it, but 
I'm not ashamed to a al. 1 

best of both sexual drives. Very few one-nig 
only a handful of meaningful affairs, but with some of the 
most beautiful people in the world 1 never went to bed 
with anybody that 1 didn’t think I would be going to bed 
with again. I had to love that person as a person, male or 
female, not as a sex object, and if they felt the same way, 
the sex was always great. I had to enjoy being with that 


person, to admire him or her, to have sex. Free love I'm fo 
Group sex I'm not, And not that I don't know what Г 
talking 


about. When I was younger, 1 was а clean-cut, nice 
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oking kid. 1 had an at 
dick, and 1 knew how to use it. was lured into one or two 


e's body, and а fairly sizeable 


these group sex situations (this was during the war) but 
х idea of having sex with somebody I had just met, didnt 
ally know, or like, left me cold... man or woman, no 


how beautiful or sexually aggressive they were, Men 


ave loved men and women have loved women for 
ssands of years - it just hasnt been very open, but it is 

М has been a part of life. 
why shouldn't imply it in a script, 


and will be forever more, so 


fits the character ог 

uation? Sex in films is like violence. It should always be 

itivated, never just there for shock value. Audiences do 
fet or identify with anything that is presented like а pie 


‘One aspect that does come out of Stigma like а slap in 


е face, though, is the grisly educational film about 


vanced syphilis that pops up around the half-way mark. 1 
ked Durston whether the aim was to shock in a didactic 
Did you think it was а slap in the face? Not that 1 


didn't worry about it doing just that. But the New York 


mes said the story was sturdy enough to sustain the 
graphic lecture. The film came from the Medical 
Examiner's office, a 16mm educational film. They had 


so helpful, and asked if 1 could insert й in the script 
might do some good! Mind you, up to this point even 1 
wasn't taking V.D. very seriously, The Medical Examiner 
id that was the major problem with teenagers. They 
erent taking the infection seriously. They were laughing 
it. They convinced me it would give weight to the 
subject matter of the film. didn't, however, use their 
narration, 1 wrote my own, But from the beginning this was 
ny worry; that audiences were not going to take V.D. 
seriously. Thankfully, the news and media were playing up 
a new European strain of V.D., usin 
So why shouldn't I? If 1 do say so myself, | think my idea 


setting Cousin Bruce, as the presenter 


lecture, was brilliant. At that time, he had the ear of every 
icenager in the country. The rating on his daily program 
and rock records became hits if Bracie 
played them on his show and recommended them. 
Unfortunately the MPAA steppe 
"rating, preventing teenagers from seeing it, but many 
aked past tbe ticket taker on the door. One critic said, 
Despite the "R' rating, Stigma is а film that should be seen 
by teenagers" — and another suggested it should be shown in 
lassrooms. Nobody, not me, not Charles, expected the rave 
lm got. We were in shock. We had been afraid 
my reputation from / Drink Your Blood was going to 


was very hi 


in and gave the i 


reviews the 
backfire on this film, but it didn't. 


The plot strand involving a country cat-house whose 
ave a clean ЫП of health, ag 
grain of our expectations is certainly far more liberal than 


whores tum out to st the 


е might expect from the frequently reactionary 
exploitation movie scene 

distinction between urban and country prostitutes that 
shows he's no Almodóvar on the subject: “What was 
after was that the who 
a mind destroyed by the hatred, the greed, the desperation 


although Durston makes a 


с in the urban bar was a bitch, 


f trying to survive in the city. 1 wanted to show the 
difference between the hardness of city prostitutes, as 
‘opposed to the domesticated, normal function of sex in 
oumry prostitutes. In urban life а mind can be 
warped. In suburban life the mind remains on normal 


healthy functions of the human body and mind. That's what 
hose scenes were trying to say. 


tan Was an Acid Head! 


MIAMI VICE" IN 


"i. 


Beautifully played by Philip Michael Thomas. 
A crackling good suspense film? 


One curious feature of Durston’s career is that both 7 
Drink Your Blood and Stigma propose themes that the 
better-known Canadian director David Cronenberg explored 
soon after in his “venereal horror film Shivers (1975), and 
its follow-up Rabid (1976), Durston says, 
David Cronenberg, but 1 have admired some of his work. I 


don't know if itis true or not, but 1 read that he admits to 


seeing 1 Drink Your Blood five times."5 Stigma, which was 


—New York Times 


fec Cusen е what most be те most 
аста Sectors proto п tis tok 
Sea Sams agen 1975. 


ez =s 1 Drink Your Bloods Horace 
Яз - a юе for which he wil aways be 


ШШ 


released to cinemas in August 1973, beat Shivers to the 
screen by two years, although Cronenberg has said that his 
script for Shivers was written two years before it finally 
went into production, making it contemporaneous with 
Stigma, He also says that whilst on a trip to California he 
met with Corman protégé Jonathan Demme, who revealed 
that Canadian producers Cinepin, for whom Cronenberg had 
‘written Shivers, had been touting his script around 
Hollywood, looking for a director other than the commer- 
cially untested Cronenberg himself 

Now it's hardly necessary to suspect either David 
Cronenberg or David Durston of "borrowing? ftom the 
other's work: even if the sudden appearance of two horror 
films about the spread of venereal disease written in the 
same year is quite a coincidence, given the outré nature of 
the subject. What is striking, however, is that the topie of 
Cronenberg's follow-up to Shivers, the excellent horror 
thriller Rahid. is also anticipated by Durston’s movie. Not 
‘only do both Rahid and 1 Drink Your Blood feature rabies- 
infected people attacking ‘straight’ society, but they also 
feature key scenes of a woman infecting men with rabies 
‘through sexual (or in the case of Rabid, quasi-sexual) 
‘contact, What's more, both films feature the beautiful 
waifike actress Lynn Lowry! This time there's no question 
Which story was written first: Durston's script predates 
Rabid by several years and Cronenberg has never suggested 
that Rabid was written before Shivers. It does seem 
plausible that Cronenberg, who has always denied cinematic 
inspirations for his movies, preferring to cite literary figures 

William Burroughs and Vladimir Nabokov, should have 
seen / Drink Your Blood sometime in the early seventies, 
and then either forgotten it or decided to take the central 
premise (along with Lynn Lowry), and develop his own (it 
must be said, very individual) slant on the subject 


Phantom Projects 


With Stigma performing modestly at the box office, Durston 
fumed briefly to the adult film world with Boynapped 
(1975). However, the project proved to be more trouble than 
И was worth: "We were filming a fire escape scene on a 
Saturday, featuring a man with a gun, but the prop man had 
failed to get to the office where filmmakers can rent 
‘weapons and get a license to use them with blanks, before 
they closed on Friday evening. So he brought me a water 
pistol from Woolworths. It was as phoney as a three dollar 
bill. 1 refused to use it. | wanted the scene authentic, low- 
budget film be damned! 1 went to а friend of mine who had 
dealings with the Mafia. He loaned me an unlicensed gun. 
He warned me, however, to never admit where Т got the 
gun, if 1 should get caught with it on me. God, what а 

ince 1 was taking. What if the gun was used to 
somebody? But didn't think of that. The scene had to be 
authentic looking. The Saturday we shot the scene, 1 gave 
the gun to the actor a minute before the scene was shot, 
‘outside the tenement building we were using. The actor was 
to chase someone up а fire escape to the roof with a gun in 
his hand. That was it. And it was shot în one take. But a 
senile old woman saw the action from her kitchen window 
and called the police. Ten minutes after the scene was in the 
сап and we retumed inside, the tenement was surrounded by 
three patrol cars and we were invaded. The NYPD had 
‘enough sense to realize we were shooting a movie = they 
‘saw the camera equipment and the crew, recognized the 
теп as actors in make-up. The first thing they said was 


“Who's in change?” I knew 1 was in trouble. | introduce 
myself, arte to explain we were just shooting a movie 
outside, They did't want to hear tat They were way 
ahead of me. Where's the gun you were using?” The actor 
Tad given it back to me ас soon as the scene wrapped. 1 had 
to give it to them. They wanted o know if it was my gun, 
and did 1 have a license to сапу it? admitted the gun was 
not licensed to me, and 1 didn't have a license. Tha's a 
felony! 1 was handed and taken to the station house, 
photographed and fingerprinted, and locked in а сей at he 
infamous Tombs Prison to await a tl hearing. In the cell 
with me was a Hispanic, who had been in a knife fight. His 
nose was cu, and it was bleeding as he tried to hold a small 
piece of flesh onto the nose uni he could get medical 
enon, The Tombs was overcrowded, as it always was- 
The stench was terrible. My atorey gn me into Night 
Cour ht evening, The Juge knew of me from some ofthe 
TV shows I did, that he and his wife watched. He reduced 
the felony charge 1o a misdemeanour. 1 was only using the 
gun asa prop — and an investigation proved they were not 
looking for that gun in any murder case, 1 was off the book 
and allowed to have my mug-shots removed from their 

files, so Бай no record. I was fined fifty bucks and 
released. But God what an experience..." 

Keen to put this encounter with the authorities behind 
him. Durston began making plans in the Autumn of 1975 for 
a new feature бип, based on a scrip he'd written called 
Lard ofthe Dead. The sry tells of a revolution that occurs 
on a small island, and the incoming revolutionaries" ampi 
to track down and kil rebel opposition forces by using a 
traditional eult among the islanders. Durston explains why 
thi project never made it to the sereen: Му nephew, John 
"lack Damon formed a company and partnership о do Lon 
af the Dead, 10 be filmed in Trinidad. Jack Damon was 
producing, 1 wrote the screenplay and was directing, and I 
Called in Jacques Demarccux as DP. Elke Sommer and 
John Forsythe were to be in it. Jacques accompanied Jack 
and meto Trinidad to select locations. Jack remed a small 
plane for us to survey the island = the forest and mountains, 
Of which there were many I was a wild bumpy ight and in 
that small plane, it could have been risky. However we 
landed safely; and Jacques went right back to his hotel room 
and went w bed. He had no told us he had a heart 
condition. To him it was asif he would be leting us down. 
The hotel doctor suggested we get him back to New York 
азар. We let hat night. Two weeks later Jacques was 
dead Lord of ће Dead was never produced, although there 
is some confasion as somebody else took the title.” 

‘Although риот filmography ends in the mid- 
seventies, he battled on through the following vwo decades. 
Trying to mount an ambitious slate o projects that, had they 
reached fruition, would have shown him in a much broader 
fight in 1978 he signed a deal with Pathe Pictures 
International in New York to adapt Erle Bradford's 
massive historie journal The Great Siege: Майа 1965. As 
he recalls, И was a highly prestigious project "1 was own 
то Malta, where I was рш up in a suite ata luxurious hoe, 
and lived ike а King for two months researching the history 
of the great sege, which entailed a small unit of the Knights 
of Malia, say ninety or a hundred, who with the aid ofa 
handful of Malese natives, including some women, fought 
ofî two hundred thousand Turks, Kenneth Rooney, who was 
Connected with Pathe Pictures, was also а member ofthe 
Knights of Malta. 1 каз invited to he President's Palace and 
spent an evening with the President, who was a great guy 


Nightmare USA 


ne featured in 


smar (Boom Town, 
ta Fiat Her Highness and the 
Batboy. The Stange Woman, Samson 
we Deian а з count 
seen fon hs 


with a wild sense of humor: After my research was 
‘complete and a treatment compiled, almost scene for sce 
1 was presented with a gold-plated Knight of Malta cross 
and chain, and 1 went back to New York to start on the 
script. Rooney said “You're working for Pathe Pictures from. 
here on. We complete this one, and go on to the next one. 
Nothing was low-budget with Kenneth Rooney. He was tall 
handsome, and built like а football player. He was bom in 
Brooklyn, but dealing with the intemational set he had great 
‘manners, and was very diplomatic and poised. The 
production bud 

S150 million, with а cast of twelve intentional stars, Jack 
Cardiff was to be our di 
almost nine months to complete the script, which came to 
189 pages. But there was great trouble trying to get it off 
the ground, Trouble with so many stars not being available 
at the same time, and for so many weeks, Then the Knights 
of Malta Committee would not allow one of the Knights in 
the script to bed a native girl who gets pregnant and 
commits suicide, Well, that had to go — no fucking 

suicides in ош Society. They could Kill but they couldn't 
fuck. Kenneth Rooney, though, had a mind of his own. Не 
thought the Knights should be shown the way they really 


get was somewhere ín the neighborhood of 


ector of photography. It took me 


lived in those days, There was a clash of minds and 
temperaments. I took the first draft of the script to Charlton 
Heston, who was considered for one of the starting parts, 
and instead of being honored he was insulted that I would 
present him with а 189-page script. 1 said it was а first draft 
and that the first draft of Gone with she Wind was over 200 
pages! Anyway it ended on a bad note, After over a year, it 
was decided the picture was too big and expensive to 
produce. I stayed in touch with Kenneth Rooney for a few 
years more, tried to get him interested їп doing a low 
‘budget horror, ога thriller. But it didn't fire him up. 

In the early 1980s Durston became interested in the Fox 
Sisters, two uneducated farm girls from Rochester, New 
York State who became world famous in the mid-19th 
Century as mediums, and around whom the foun 
Spiritualism gathered, The sisters appeared before Kings. 
Queens and Presidents, before sinking into а Шет life 
marred by alcoholism, discord and penury. Durston recalls, 

Somebody gave me а copy of a book about them, and 1 
was fascinated. What an incredible life they had, much of it 
Scary some of it blows your mind. {stated writing a 
script, "The Walls Are Listening”. About 1983 1 stated 

sting involved in mounting this as a 3-part TV mini 


series, with a cast of many stars. 1 had plenty of money. s0 
started a corporation, The Seven Summits Group. My 
nephew Jack Damon helped те, and became a partner. We 
cntually they all shied 
away from it as too big. with locations in New England, 
New York, London, Paris, Cuba, and a battle sequence 
during the Civil War 

After this potentially fascinat 
Durston hovered on the verge of Cannibal Holocaust 


got the networks interested, but et 


g project fell through, 


territory with another intriguing story idea: "My friend John 
Peverall became interested in a script called “Souls and 
‘Savages’ that 1 wrote for John Huston and producer Henry 
Blanke (The Maltese Falcon, The Treasure of Sierra Madre 
Te was put on the shelf after M Blanke died in 1981, but 
then restored with а new title, ‘Savage's Apprentice" 
Peverall had an investor and we went off to Belem, Brazil, 
пр the wild Amazon (before it was destroyed) to spot 
locations and make friends with a friendly tribe. This was i 
August 1986. We were there four weeks before pre- 


production came to а halt over creative differences, The 
Script had а great deal of horror and violence between the 
savages and ‘civilized’ folk, though if тау say so it was а 
valid drama, based on fact. But think the backers 
were just looking for tts and ass amongst the natives. 

їп 1992, Paragon Arts International contracted John 
Peverall as producer and Durston as writer to adapt for the 
screen the life of Belgian ecclesiastical hero Father Damien 
the so-called “Leper Priest’: it was, as Durston recall, 

another big story — 1 got paid to write, but didn't have 

control over the production, The script went from Paragon 
Arts to Tristar to Warner. Robin Williams was even. 
approached, and agreed to play Father Damien — but again 
nothing came of iL" (A film was eventually made on the 
subject in 1999: Molokai: The Story of Father Damien, 
directed by Paul Cox and written by Cry Freedom sereen- 
writer John Briley) 

W's funny to think that in а parallel world David 
Durston's reputation expanded to include major historica 


dramas, anthropogical action adventures and reli 


Борк. He must have seen these phantom productions in 
his mind's eye many times — we can only regret that we 


can't see them too. What still remains, though, is Durston’ 
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musical stage by Nobel Prize winner Per S. Buck, the production was a notorious flop, 
tut it enabled him to move into the Columbus Avcnue apartment where he would live 
forte rest of his life. The same year, he also appeared in a short musical film called The 
Creation of Woman (1960, which marked the start of producer Ismail Merchant's long 
extern the movies. This dance-and-nusic alle 

Bhaskar’ profile in the USA: "И 


у ofthe origins of life helped to raise 
a Cannes Film Festival award and was nominated 
for an Academy Award in America, in 1961, God creates Man and Woman, and he has 
a ie with them both, then he notices that they are always fighting and so be cts the ties 
and says, “Okay. ро on and kill yourselves!" И was a cute lithe movie. 

Afer traveling to England а few times for several dance concerts at The Lambeth 
Теше in 1963-64, he appeared in a British production of the play The Ki 
Monkeys (1965). alongside Indian dance legend, Surya Kumari- Numerous foreign 
iris followed, including shows in Australia and South Africa. With his profile as a 
dancer and choreographer already assured his next career move was; ау the least, 
surprising: а role in / Drink Your Blood, “I was siting on the stoop, idling my 
thumbs, when one of my friends said, oh you must meet David Durston. David said, 
Tm making a movie based on Charles Manson, would you be interested in being in 
{and said, "Give me the script and 1 read it and said, ‘Sure, why not? Working 
With David was a great pleasure.” Bhaskar was always alert to the film's double-edged 


appeal as both hardcore horror and black humour: "Sure, it was meant to be а tongue 
басе thing, but t became serious at timex. With all that blood it was a serious 
movie, but when people come running down the hill with shaving cream around their 
mouths, if people don't laugh at that 1 don't know what they con laugh at. We in the 
cat pot on very well, but he crew, that was а different mater They were "lying high 
as the saying poes: 

While shooting / Drink Your Blood, the cast found themselves as ostracised as their 

jism with the locals: 


жай, but we were isolated because the townsfolk wouldnt Jet us come down into the 
town! They thought we were all crazy people who wo 


them! We were not allowed in. No bar would open for us, so we had to have our own 


o down there and corrupt 
liquor sent in." Although the altitude of the locals could have fel intimidating to some, 
Bhaskar himself eut an imposing figure and would have been a formidable opponent in 
э fight: 1 was, Stephen, le me tell you, L was! Both in New York and in India, if 
Somebody said anything bad to me 1 attacked first and took the consequences ltr If 
you're a dancer you're immediately categorized, you know, you сап imagine, bul 1 was 
always, “Alright lets step outside, we'll work this ut." I was а good boxer, and 1 
Studied а itle bir of kung-fu and karate, so | could take care of myself 
Bhaskar was a great cook on top of his other talents. While digressing to talk about 
1 Drink 


The publicity was so poorly done. You looked at the poster and 


the importance of presentation in cookery, he commented оп where he feels 
Tour Blood fell down: 

thought, “Oh my God, this is one o hose 42d street movies but {Drink Jour Blood 
was nol one of those movies. Ds а couple of notches above that. It opened on 
Broadway; but the publicity was badly done. t was available but they didnt use me. 1 
was being interviewed for my concen, for everthing else except the movie.” He was 
Also like Durston, es than thrilled by producer Jerry 


ouble ЫП with 7 Eat Your Stn 


ross decision to pair the fiim 
ona =1 met Jerry Gross, who billed those two 
together, and 1 said to him, What is this, a religious film you're selling? 1 drink your 
Бом and 1 eı 


Some of his snootier theatre colleagues raised an eyebrow at Bhaskar’ Ше 


your skin? What are we talking about, а Catholic Mass! 


cinematic adventure: "People in the dance world rang me and sad, "What are you 
T making a movie, what do you want fom me? Dance 


h, and I've got to make a living. 


doing Bhaskar? And I ssid, 


concerts don't make en He also received some 


bizarre calls from people who'd seen the film and taken against Horace Bones, like 
soaps writing to berate characters for their adulterics and misdemeanours: "1 


many bad phone calls because of Drink Your Blood, 1 can't even tell you. A 


people took й seriously and hey think 1 am this person. Unfortunately, was listed in 
{he phoncbook and all these Christians would call me and say, “You'll goto bell you're 


Не laughed at the memory, addi 


and spice my dear, come and take a look а me!" 
“There are some weird people in this word 
Ater his brush with sereen infamy, Bhaskar continued to dance for the theatre. In 
1977 he signed up for a movie to be made in India, with Reš Harrison, Sylvia Miles 
ond John Saxon, called Shalimar. While the film was in pre-production, Bhaskar was 
rehearing a new dance spectacle for the theatre. Disaster struck: he fell fram the stage 


during a difficult manoeuvre, and broke his spine He was о spend the rest of his life 


in a wheelchair; “И was traumatic. You feel anger first at the stupidity, then you feel 
sorry for yours, and eventually you accept it and say hey, this is whats dealt to ув, 
eal with itas best ‘With phenomenal strength of character, Bhaskar did jest 


that, and moved on: 


1 started painting, 1 had an exhibition in New York, ani sod 
about forty paintings. 1 also started writing. I'm writing my autobiography, although 
Tm afraid it's probably too raunchy for publication" 

Bhaskar died in hospital on 4 August, 2003. I spoke to him on the phone jasta few 
weeks before his death, and he was thrilled that Drink Your Blood was being ей 
on DVD, and very happy to hear how popular he had become among hamar 
aficionados. The film may only have been a short vacation from his dance-oriested 
work in ешге and cinema, but he was immensely gratified that it was о wel loved, 
and particularly glad to know that the humour as well as the horror were appreciated in 
his performance. Г been informed prior 10 calling him that he was unlikely to leave 
hospital again, but 10 talk to him and 1o hear the energy thal crackled in his voice was 
to indulge, just for a moment, the idea that he was unstoppable, One thing's for мше: 

a least one faset of Bhaskar really 


is unstoppable. Horace Bones lives on, and oa he sereen we can see the fire э 


his creator, laughing out at us apain and again- 


David Durston adds: 
"Bhaskar passed away Sunday night He was still in the hospital. They could not contain 
a bedsore the size of a baseball on his hip. To nights before, a close friend and 
associate, Tony Franco, arranged for im to soe the DVD of / Drink Your Blood at the 
hospital. Bhaskar loved it and laughed a lot at the features on the menu, the interviews 
and ч. He also rend all the reviews and the good things they said about him He was 
moved to tars, He also blasted me a few nights before on the phone when 1 was reading 


some clips from those reviews. He said, "Get ol your fucking ass and write another 


script with a big part for me in - in a wheelchair, of course Just think of all the great 


wheckhai parts there have ben in movies - and we'll top tbem.” Those of us who were 
really close to Bhaskar are deeply broken up by his death. He was ane of a kind. In the 


sto recent real 
+ d Drink Your Blood. (oo 
avid Durston, Arene 


astonishing energy and spirit. In 2003, when / Drink Your 
Blood received its first DVD release, Durston happily took 
cemre stage, and his charismatic contribution to the extras 
package made the disc а must 

‘when Grindhouse Entertainment arranged a theatrical 
screening of the film in L.A., Durston was there in person to 
meet an adoring audience. Currently 


ave for 


ins Later that year, 


his eighties, he is 
racious to his fans and exudes а degree of vim. 

sts a man very happy with his life. If 
s and pains you would never know it, as he's 
far more likely to fret over others than himself. Among 


he suffers ac 


several scripts he's written recently, a horror tle called 
Leech sounds the most likely to carry on the gory trade of 
the early seventies work: “Н deals with a horde of vampir 
leeches that invade in the thousands during the mating 
season,” explains Durston. “The vampire leech а reality 
It’s technical term is the Haemadipsa, the most feared of 
blood:-sucking leeches, because if it attaches itself an. 


animal or human, who is unconscious, drunk, drugged or in 
ıa deep sleep, these suckers can drain every ounce of 

‘out of your body within five hours and that victim never 
knows it. He's dead. Okay 
scare and the Haemadipsa is a reality." 


blood 


з outlandish, but i's good for a 


Whilst it would be a pleasure to see а Durston 
the big screen again, especially one as potentially gruesome 
and thrilling as Leech, the director has already me 
indelible mark on the flesh of the horror genre: so her 


Bloody Mary to a consummate showbiz professional, and 
the man who gave us J Drink Your Blood, а seminal and 
unforgetable exploitation classic. Cheers, David! 


1 De Timothy Leay’s escalating seres of openhouse dn 
experiments at Harvard are fascinatingly described in Jay Stevens's 
"book Storming ven 


The title song has а mellow swing to И that resembles Th 
Platters, and its one of the film's foremost charms. [ras written b 
Tab legend Sylvester Bradford who with Al Lewis wrote the Ра 
Domino classic Bleherry Hill and Gene Vincent's Right Now, and 
whose song Tears on Му Pillow appears on the soundtrack 


3 Ten years lnter, the producers of the ailing John Husto 
snoreathon Phobia threstened legal action against sado 


maestro Armand Weston, who tried release а horror film o 
same name the follow 


усаг Weston's Phobia became Ti 


4 Mangine's horror credits include брин, Alligator, 4lone bn th 
Dark, and Mothers Day 


5 ме been unable to trace this statement 


6 Yoma Sumac is а Peruvian singer whose real name was changa: 
by Capitol Records to make it sound more exotic 

The Creation of Woman is available as an extra ов the DVD 
release of The Householder (1963), Ismail Merchants fist film wit 
director James Ivory 
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chapter 8 


Don't Make Me Do 


Anything 


Bad, Mother... 


Joseph Ellison on Don't Go in the House 


Don't Go in the House (1979) 


long with William Lustig's Maniac this is my 
favourite stalk-and-slash film, or perhaps 1 should say. 
torch-and-stash” in this case? Ellison's grim tale of a 
lunatic kidnapping women in order to bum them w 
zme-lrower in à purpose-built steel room is seemingly 
interested in turing its nastiness into Hallowcen-ish 
iun: and I'm sorry, but 1 like that in а movie. It's a film 
I've watched so often the neighbours are nervous, but what 
a I say — every time 1 see it, I'm struck by its powerful 
combination of violence, humour and genuine creepiness, 
Ellison treads а knile-edge with the depiction of Donny 
Kohler (Dan Grimaldi), who is such a pathetic creature 
even Moniac's Joe Spinell might have asked for re-writes. 
The victim of a cruel mother (Ruth Dardick) who punished 
him by holding his arms over the lames of a gas cooker, 


Donny can't so much as glance at a box of matches without 
suffering flashbacks to the abuse. Returning from work one 
day after witnessing an accident in which a fellow worker 

suffered severe burns, he discovers his mother has finally 
croaked, Free at last, he runs gleefully round the house, 
playing loud music and jumping up and down on soft 
furnishings like a naughty child left alone for the weekend, 
Relief tums to terror though, when he hears Mother's hated 

оке calling his name. She's still dead; but Donny has a 

problems "upstairs, in the form of whispering voices 

hissing murderous suggestions in his head. With pain, 
punishment and fire well-and-tuly branded into his mind, 
he sets out to enact a few variations on the theme himself, 
tuming an upstairs room of Mother's rambling old house 
into а steel-walled fameproof prison. 

The film lurches from the macabre to the sadistic when 
Donny tricks a young woman called Kathy Jordan 
(Johanna Brushay aka Debra Richmond) back to his house, 
and bashes ber round the head with a fire ion, She comes 
to in the stec-lined room, naked, and dangling by her 

ig. In a protracted sequence that draws 
‘out the preparations to a shuddersome degree, Donny 
wearing a heavy asbestos suit that obscures his features — 
douses his shrieking victim with petrol. As the music 
cranks the tension to the extreme, he pauses — then blasts 


Don't Make Me Do Anything Bad, Mother. 


her naked body with a flamethrower, She dies screaming 
and writhing in flames. It's one of the most outrageous 
Scenes ever to feature in а horror film. Appallingly 
convincing, it takes the viewer through shock into a kind 
of stunned admiration. 

Fora while it seems Ellison may have shot his bolt 
with this excessive sequence, but while he doesn't show us 
anything quite so shocking again, other qualities hold our 
attention. Donny carries on killing, collecting the charred 
corpses of his female victims and dressing them up in his 
mother's old frocks, sitting them together in armchairs like 
attendees of some post-apocalyptic Tupperware party 
The voices in his head identify themselves with the bumt 

and Donny has conversations with them as if they 


The Kotier house, 
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Were his guests. Is И just paranoia, or are they sniggering 
at him when his back s turned? Soon Donny’s pyromanise 
wet dreams tum to nightmares about being dragged down 
into the earth by his frazzled victims. He starts to get 
seriously freaked out by his own House of Horrors (one 
wonders if killers like Ed Gein, Jeffrey Dahmer or Robert 
Berdella had the same trouble), and — forced by panic into 
attempting a social life = he accepts the friendly overtures 
of a workmate, Bobby (Robert Osth), who invites him on. 
а disco double date with two girls. 

In case you were wondering what's so funny about all 
this, the following sequence delivers a welcome pinch of 
‘camp humour, Dreading his forthcoming disco-date but 
‘eager to get out of the house, Donny wanders into town, 
After catching a glimpse of himself in а shop window, 
‘lad in the same dreary windcheater and jeans he's been 
wearing throughout the film, he wanders nervously into a 
gentlemen's tailors to buy something more suited to the 
dance floor. He's swiftly pounced upon by the о-о 
offhand sales assistant (David MeComb), who purrs, 

‘Why don you let me set you up with an entire 
ensemble?" Donny asks about a garish red shirt he'd 
seen a woman examining, pretending to recognise its 
brand name (The Matador’) when the assistant uses it 

To tell you the ruth, she though it was tacky,” snaps 
the salesman. Recognising a Grade-A sucker, he soon has 
Donny bamboozled with his expensive recommendations 
“hem... especially made for dancing. Elastic thread in 
the seams. 

Lovers of seventies disco-tack will cherish the gauche 
psychos subsequent night out, Struggling within the 
restraints of a low budget, Ellison points his camera 
doggedly up from floor level to conceal how few extras 
there are. Donny tries to fit in with the dating game, 
socialising for the first time in his life and even trading 
lame puns with Bobby and the two girls he's brought with 
him. However, when his date tries to lure him onto the 
dance Moor, she makes the mistake of pulling at his 
strobe-it arms, stirring up memories of Donny's 
childhood punishments, He freaks (and I don't mean 

"C'est chic"), hurling a table candle at his unsuspecting 
date, As а frenzied disco song belts out on the soundtrack 
she staggers round the dance floor screaming, with her 
lavish hairdo in flames. It's a scene both horrible and 
hilarious, giving new meaning to the phrase ‘bad hair 
day" and providing the film's second best set-piece. (What 
a pity they couldn't have stumped up for Disco Inferno on 
the soundtrack!) 

Donny *hot-foots' it out of the club pursued by the 
girl's enraged brother, but even after taking a beating he 
stubbornly persists in picking up two drunken girls and. 
inviting them back to his house for a ‘party’, Squeamish 
iewers will be fearing the worst, but as the story draws 
to a climax Ellison fights shy of further sadism, instead 

etuming to the macabre tableau of burnt bodies for his 
finale 

Dont Go in the House is an accomplished, 
atmospheric horror story that sustains a genuine mood of 
unease. li has one unforgettable explosion of violence 
which pulls the viewer up short in astonishment, but for 
me the film really does work as a whole. There's a unity 
of mood and purpose that speaks of a director firmly in 
control of his material. The movie was lensed in winter, 
and benefits from a canny contrast between frosty location 
work (a scene outside the incinerator plant where Donny 


works is particularly effective), and the awful fiery fite of 
the victims. The photography adds to the chill, with many 
scenes shot in varying degrees of blue, culminating in 
Donny's deep-bluc-tintd nightmares. Juxtaposing cold 
and fire throughout, Oliver Wood's deep-freeze photog- 
raphy provides a visual analogue for the story's extremes. 
1f you compare the film with a superficially similar 
shocker of the period, like The Toolbox Murders, you'll 
see that even though both films feature extreme violence 
in urban locations, Ellison's direction and the simple but 
effective ire and iciness of the cinematography pull 
theme and treatment together, whereas Toolbar lacks an 
aesthetic dimension and, apart from its brutal slayings, 
looks pretty run-of-the-mill. 

There's something so compellingly despondent about 
much of the story, and Grimaldi ‘loser’ performance has 
real emotional integrity. Alan Jones rightly described 
Grimaldi as “a low-rent Dustin Hoffman” when he 
reviewed the film for Starburst back in 1981. But while 
Jones saw nothing else to recommend. 1 have to disagree: 
simple and derivative though the plot may be, this 
alarming film-flambé has an undertow completely absent 
from the more mechanical slasher flicks of the period 
(Tony Maylam's The Burning for instance, а film that 
pipped Ellison's at the post for the reductio ad toastem 
tile but which fizzles ош of your memory with only a 
handful of severed fingers to show it was ever there), 
Joining the superior ranks of horror tales like Abel 
Ferraris The Driller Killer, Meir Zarehi's I Spit om Your 
Grave and the aforementioned Maniac, Ellison serves us 
а story that's both sadistic and sombre ~ one of my 
favourite combinations. It seems to me that stories 
revolving around extreme cruelty ought to weight their 
prurience with some measure of bleakness. The failing of 
ıa film like Bundy (2002), а recent attempt to mine the 
serial killer theme, is its moral cowardice: treating 
atrocities with the same self-satisfied “sick humour’ that 
gave us serial killer playing cards and "World's Coolest 
Killers! websites. By contrast, the few moments of 
humour in Don? Go in the House are chiefly at the 
expense of the killer, which really does make all the 
difference. 

The aforementioned disco scenes may bear the 
hallmark of a low-budget production whose reach has 
exceeded its grasp, but in general the small cast is turned 
to the film's advantage; it helps us to understand how 
Donny's evil mother, and his consequent hatred оГ 
women, have cut him off from social interaction. One 
shot that always comes to mind when I think of this film 
is a deep-focus image of Donny simply walking along a 
jetty. with lowering grey clouds above a deep blue sea 
"whipped into foaming waves. Scenes where Donny visits 
а lone priest in an otherwise empty church, or wanders 
disconsolately around town after the shops have closed, 
are as memorable in their way as the violent se-pieces- 
As 1 said. the Killer is both pathetic and terrifying, utterly 
sunk in his psychosis, but lacking the swagger and 
lect of the clichéd movie psychopath. His abductions 
of women are the result of wheedling, forlorn persistence 

ther than cunning, He certainly knows what he intends 
to do and is therefore a genuinely chilling figure, but his 
abductions work despite him, not because he's a born 
predator. All of which means that neither Grinaldi's 
performance nor Ellison and Hammill’ screenplay pander 
to a vicarious identification with the Killer. 


Nightmare USA 


um OU HAVE BEEN WARNED! 
Presents 


DON'T GO INTHE HOUSE 
e Threshold into terror. 


SYNOPSIS ‘CREDITS Bite om 
Kotier hous 


Certificate: X Running Tin 


The asbestos suit is a masterstroke — an iconic image, 


le and genuine is bulk transforms 


мей glass of the visor ensures that he's utterly 
table, His chosen costume makes sense frst, of 
зс, in relation to his desire to burn his victims, but 


2 or plead 


ichopath: no argui i is goin 


о him. When he flings open the door to the steel 


and stands there, framed in the doorway, dressed 


toe їп white asbestos, it's a heartstoppi 


ment to rival Leatherface's sudden appearance in 
Texas Chain Saw Massacre. And while Don Go in 
House can't quite compare to Hooper's flawless 


but, it does share with it an aesthetic dimension that 
plifies the horror. 
‘One can hardly fil to notice a degree of bittemess and 
ег in this movie, directed with some ferocity towards 
х mother figure. The film closes on a coda showing a 


ile boy being shouted at and slapped by a mean 

spered mom, The abused boy states coldly into space, 

ih the same voices that haunted Donny whispering in his 
i. It's an ending not unlike that of David Cronenbe 

od (also 19 
icipient madness passed on by a violent mother. 


e be 


9): it too ends with а child showing 


! films have been attacked by some 


M's a weakness of some otherwise intelligent people 
at they find it hard to face the phenomenon of bad 
motherhood, With legitimate feminist concerns about the 


repression of women to bear in mind, and awareness of 


culture, it's understandable that there should be hesitance 


Pit not to the extent that it interferes with the truth. Don 


3o in the House portrays two horrendous mothers, one 


Don't Make Me Do Anything Bad, Mother. 


e: 81 Minutes 


the story (Donny's mother, usually in 
flashback) and another at the end (a nameless mother 
fury because he's disobeyed 
Mis 
more baroque expression than 


beating her small son in 
her). Neither of them are dishonest representations 
Kohler is perhaps given 


when we read the newspapers, we know i 


undane shouting and slapping of the other mom, but 
sc still is 


happening in the real world. К seems that Don? Go in the 


House's n the si 


Donny’s sadistic killing of women, equates to misogyny 


in many critics’ minds. This is symptomatic of a cultur 


trend wherein it's impossible to critique the mother 


without being portrayed as a woman-hater or = wor 
in many ways, not least because of its lack of compassion 


as merely a whingeing male who doesn't like women 


It's surely worth reco 
nd 
‘and that both can abuse it. Motherhood is 


being “in charge nising that 


parents of either hold power over their children, 


je locus of 


special power, and from it can flow both good and evil 


many who would use the truism glibly for sins of the 


father lose their nerve when it comes to women, The fact 
is that children are far more at risk from their parents than 
from strangers. Ellison's film unflinchingly addresses evil 


Within the family, and as far as I'm concerned, that makes 


1 бо in the House has attracted few defenders 


yet its commercial success runs counter to the prevailing 


disdain with which it was met by reviewers. strongly 
recommend that you give this film a chance, if you 
haven't already 


i's one of the movies that made me 


want to write this book, and if (like me) you respond to 


ambience as much as atrocity in a horror film, you'l find 


it has more to offer than is commonly claimed. And | 


soni Holywood, 


Joseph 


Ellison 
Interviewed 


‘So many people hated that movie! There were a few good 
easily count them on one hand. And 
the bad reviews were vehemen: 
Joseph Ellison on Рот? Go in the House 


reviews, but you could 


ttle, the bl 
from Hitchcock [...], and the voyeu 


As if the grammatically inele tant thefts 


ic female nudity 


were not enough, Dom Go in the House makes m: 
even worse by йз cynical pretence at an anti 


The Aurum Film Encyclopedia: Horror. 


“A real sick one. For fans of Maniac only." 
Michael Weldon, The Psychotronic Encyclopedia of Film: 


‘Sickening rubbish 
Elliot Guide to Films on Video. 


Joseph Ellison's Don Go in the House 
repres 
= Robin Wood, “Returning the Look: Eyes of a Siranger 


be taken as 


enting the cycle at its most debased. 


Jose tion шу for bin, has a sense of humour 
about the way his infamous horror movie has been 

viii 
years since the flm was released, and Ellison is far from. 


over the years. However, it's over twenty five 


preoccupied with bad reviews. After his second feature 
film, а romantic coming-of-age drama called Joey (1986), 
failed о find an audience (it's been snarled up in ri 
clearance purg Ellison returned to his 


first love, music. Today he's а singer-songwriter special 
ising in а contemporary brand of country rock / R'n'B. 
Although his movie-making days are well behind him, he 
was happy to speak to a true fan of Don? Go in the 

House, and deseribes here how one of the most shocking 
horror tales of the 1970s came about 


Barly Days 


Joseph Ellison was bom in Manhattan in 1949, and before 
film = certainly long before the sort of extreme horror for 
whieh he became infamous — he was drawn to music. 


Indeed, he believes music shaped his sensibilities even 
earlier: “I was boppin to the muffled melodies of Hank 
Williams, Thelonious Monk and The Maguire Sisters 
waning thro 

this pre-natal recollection, however, family history is 


h the placenta walls,” he says. Other than 


something he feels is largely irrelevant to his filmmaking: 
"I was partly raised by a Texan, a great 

raised in the old ways, but he wasn't a bigot. He taught то 
о much about women, and he was a 
taught me all about that culture from a very early age. 1 
was not just a typical New York kid! I lived in Manhattan, 
and Tallahassee, | lived in Virginia and DC, 1 lived 
Connecticut for a year — moved round quite a bit. I had à 
very broad spectrum of experience. I had sort of a rauco, 
youth, I was in trouble а little bit, and, let's put it this way 
1 got help when there was а crisis. My mom really stepped 


ın a redneck 


role model; he 


‘up when I was in a jam at fourteen. I've got 10 tell you, she 
was nothing like Mrs. Kohler! It worked out okay: "Life's 
been good to me, so ar" 

The possibilities of cinema first made an impact on 
Ellison during high school, as he vividly recalls: "On a rain- 


soaked November night, a fellow classmate/chemical 
enthusiast and I happened into the RKO on 23rd Street to 
view a film from Italy, Juliet ofthe Spirits. The open 


titles rolled. Nino Rota’s spooky organ music played. 1 was 
hypnotised. Brilliant sounds, surreal scenes and psychedelic 
drugs produced an event more special than the Oscars, even 
A life-altering experience! Standing on the platform that 
night waiting for the Double A train, I knew. 1 must make 


ап like this. Wild images, dazzling colour, outrageous 
music, all mushing together like huskies led by Balto! 
himself to speed the sled, bearing life-saving soul medicine, 
to the ice-bound and blue needy of the world, Just a stoner 
trying to carry the message!” 

‘Watching the new Fellin 


оп drugs, in the 19605? 
Heady stuff indeed, and, with he Italian maestro at the 


height of his powers, hundreds of would-be film direc 


пич have emerged from Juliet of he Spirits, or 8 12, o 
Satyricon, knocked off their f 
of creating their own such wonders. 


just like Ellison, dreaming 


And, as often when the psychedelic shuttle lands and 
the reveller retums to terra firma, the morning after 
brought a slight recalibration of priorities. Ellison dryly 
reflects, "Another wannabe film maker would have picked 
up an Smm camera and produced his first Academy Award- 
winning short that very night. 1, however, was busy 
bluffing my way through high school, working in the 
hardware store on Sth Avenue, playing gigs with my band 
chasing girls, and indulging in aforementioned chemical 


experiments 
Hedonism aside, the gigs were Ellison's mainline. As 
опе of Wayne and the Exceptions, he recorded a singe 
Have Faith’, and went on tour: "The band was black, 
‘except for me,” Ellison recalls. "Just the six of us, trying 
‘our best to sound like James Brown and the Famous 
Flames and his thirty piece band. People liked us and we 
worked all the time, We toured the South not long after 
Goodman, Chaney and Schwerner were murdered there? 
There were stil separate black and white facilities, even 
though they had been outlawed, The black audiences loved 


Nightmare USA 


The white café owners didn't, especially when we tried 
ther. We recorded original 
sic and hit the charts. But the band broke up when 


туей breakfast tog 


» run from "the auth 


then another member had 
Jld've joined or started another group but 1 couldn't 

derstand why 1 was only able to sound like Sonny 

llis or Charlie Parker for a few notes and then fall 


part. It never occurred to me that they practiced eleven or 


ive hours a day. I practiced, on average, zero. 


Depressed and downhearted 1 took to cloud nine 


Despite his dreamer temperament, Ellison 
school and went to George Washington University in 
it was here that Ellison developed skills 
him to the film industry, studying drama 
and stagecraft with the University drama department, who 


ted him to provide music and lighting for their 
voductions. This in tum led to a job with the National 

Ballet, "touring the South again, only this time as an 

sistant st ier. | drove the truck, loaded in, 
eked the day, then drove to the next town and did it 

gain. When 1 retumed to DC for some sleep, I landed a 


а PA with a production company doing Texaco spots 


jack Benny and Dennis Day, in Virginia. 
With a spell in the music industry and the theatre 
ready under his belt, Ellison turned his attention to the 
cinema: I went to see classic and current movies several 
а week, and by the time 1 transferred to NYU I was 
mmined to being a filmmaker. | moved to New York and 
udied acting with Lee Strasberg and his crew in 1970-71 


хе was а short man who would attack with the ferocity of 
rabid raccoon if you made an artistic choice he did not 


oprove of" Ellison remembers tution as, “An 


arrassing trip with flying egos, but af 
that I thought 1 had a handie on directing. In the 
and a half | was at NYU T took every film course 1 
ld, and graduated. 


Enter the Dubber 


ing NYU in 1971 determined to ge 
m industry, Ellison gravitated to post-production sound 
А. “T had learned how to do post synch and dubbing at 
So when 1 went up for an audition to dub It 
ims into English, 1 got the job. Humble beginnings 
deed, but | was working in film, Italian film! 35mm" I 
эз at this time that he made his first short: "А your 
blonde European woman I knew invited me to Jones 
We drove out there at 110трһ in her GTO 
мете, On the sand, she offered me a new Alfa 


Romeo if would marry her. 1 was completely confused. 
until she explained that she wanted to be a US citizen. 1 
(dnt go for it. But did make a short 8mm film that 
у using her camera. 1 shot in sequence, It had some 
eal elements and the sea. I used her as two different 
With 
«duin for modesty that Fellini would have approved, he 
xs, "1 think Federico would have liked it" 
1n 1973, Ellison was stili dabbling with other carcer 
to be an actor, but it was very short- 


male characters and it worked. It was my fist film. 


4 with nothing exciting to tell you, except this. George 


Romero wanted to east me in The Crazies, and 1 rea 
1 did an audition, and then Ї was on the road 


on video. 

with the Harkness Ballet in Alabama, putting up shows. 1 
ord from Romero's assistant, and she says, "МЕ 

Romero likes you for the part and would like to see you 


Don’t Make Ме Do Anything Bad, Mother. 


again." And I said, ‘I'm in Alabama, I'm working a 


and it's going to take me through another month and a 


half. 1 could conceivably fly back, but I'd really be putting 
them in the lurch here, Is there any assurance? How close 

am I?" She said, "rs down to you and two other 
he really favours you, but really can't guarantee 


уз, and 


anything.” Ellison let the opportunity go and stayed to 


finish his job in Alabama. “But I really never considered 


myself an actor anyway, | was doing it for the experience, 
to know how to handle myself and to leam about film. I'm 
not an actor type. I'm a musician, I'm very uninhibited 
when it comes to playing music, not for the self-aggrandis 
ement of getting up in front of people but to share the 
music, that's where I'm comfortable, With acting, 1 


become very sel 
Ellison was hungry f 
however it would be several years yet before bis first 


nore filmmaking experience, 


feature materialised, In the meantime, he took whatever 


work he could to keep the wolf from the door: 
cat ite production and post-production 
house in the Technicolor building. It was a wonderful place 
4 your hands on 35mm film and equipment. He 
approached me to dub, re-mix, score and re-edit movies that 
he and his cliens would being in from overseas. It was an 
excellent training ground. He was an editor, DP, tech wiz. It 
was there had the opportunity to do ай kinds of work on 


‘Simon 


Threshold im 


Nuchtem ran 


You hear that, 


features, industrials, Hanna Barbera cartoons.” Ellison 
worked on scores of titles that passed through Nuchtem's 
company: "I could never remember all the projects we did 
there,” he laughs. 

where Si 


Sometimes 1 would come onto a picture 


mon had already done some work on it and pulled 
Among the films Ellison recalls dubbin 
Bodyguand (dir: Simon Nuchtem, 1976); Кете 
Streetfighter (aka The Steerfigiter’ Last Revenge, dir 
Shigehiro Ozawa, 1974); and the Bruce Lee biopic Bruce 
Lee: The True Story (1976) in which he voiced the actor 
plays 


the tile. ate: The 


ee, “Bruce Li” (real name Ho Chung Tao). 


Another GTO Fims press sh 


Nuchter's August Films handled a very wide range 
of film projects. This being New York in the 1970s, some 
‘were more “august than others, as Ellison explains: “We 


had every kind of movie coming through that place at the 


time. | remembs 


at August you'd be showing a client, 
from say Ingersoll Rand," through the place, and we'd be 
talking about drill bits and oil pu 

оп the editing suites and somebody would have 


в, and you'd look in 


something on the screen t 


i... "Oh my God! Oh excuse. 
me sorry and you'd quickly move onto the next door! It 
‘going on up there! But the 
reason you didn't just cut and run was it was a place 
where you could get your hands on 35mm and really 
work with film, and where the hell were you going to do 


was just stunning what wa 


that in NYC? There was a very small fîlm community 
there, and you were lucky to be in on it. Your clients 
would be United Artists, or you'd have really prestigious 
films like the IMAX film To Fly! and also the sleazy guy 
down the hall who needed Simon to syne up the tracks 
for his porno film. | mean, it was amazing. A lot of 


people who went places went through there, and then 
there were a few people who were probably doing really 
bizarre things, too! 

Ellison found the experience of working with 
Nuchter immensely enjoyable: "Simon was a very nice 
person to work with. 1 was really struggling in those days 
and he said to me, "Vou know how to dub movies, don't 
you? Well I've always wanted to do that here, so how 
would you like to run my dubbing service? ГЇЇ get all the 
jobs, and you do ай the work, and we'll split it fiiy 
fifty.” And I said, "Hey, sounds like a deal to me!" He was 
great, he gave me an office, we got on well 

It was during this period, in the late Autumn of 1975, 
that Ellison met his future wife, Ellen Hammill: "Ellen 


and 1 met when I was location-scouting for a film Bob. 
Megeinson asked me to line-produce called Pelvis, 
whi 

comedy." Pelvis aka Toga Party was rel 
later, with additional sex scenes said to have been 
directed by horror maestro Andy Milligan, although 
Ellison has no recollection of him: "Bob [Megginson] 


When I worked on it, was an off-beat, low-budget 


d two years 


told me years later that the producer of the film. not 
knowing what to do with it, shot additional sex foot 
їп a pathetic attempt to get some fast money out of the. 


picture.” When scouting locations for a café scene with 
the cameraman, Ellison happened into The Prince Street 
bar in Soho, New York: “It was a cold, grey November. 
day, the ТӨМ of 75 to be exact. We were waiting to 
order, scoping ош the huge bar and century-old 
architecture, when a breathtakingly beautiful waitress 
smiled at me and asked what 1 wanted. After а few brief 
conversations, | told her what 1 really wanted was to take 
iot off work. We have been together 
ever since, The day 1 met her was her second day of work 
at the bar and she quit on her third. She'd had a 
childhood wish to be a waitress, kind of romantic you 
know, but when that dream became a reality, it paled. She 
went on to work on Saturday Night Live, and help me 
with my various film projects.” 
їп 1976, in Hollywood at the Todd-AO Studios 
dubbing one of the first МАХ films, To Fy! into 
Japanese and Spanish, Ellison and Ellen Hammill took 
the opportunity to hawk the script for a “wholesome 
action film” of their own around town. "We had writen ii 


her out when she g 


at the request of Alice Hsia, one of the owners of the 
Chinese production company that shot Bruce Lee: The 
True Story.” explains Ellison. "She had requested that we 
‘write it, but she didn't pay us anything to do so. When we 
were done she said it would be too expensive for her 
company to make so we sent it to Hollywood. While we 
were out there we set up at the Beverly Hills Hotel, 
rented a [Mercedes] 45031. and made the rounds like bot 
shots. Trying to tum “no's into “yes's takes time and 

money. We ended up staying at the Saharan Motor Hote 
оп Sunset. The 45051, was history. Everyone ‘loved! t 
script but it was free love and nobody was eager to have 


a first time director on the project. Ellen asked me, ‘What 


are we gonna do now?” Anyway, 1 said, "We're going 
back to New York and make a horror film.” She said, 
You're crazy. 

ght track. A horro 
boom was just around the comer, and the genre was abo 


Crazy or not, Ellison was on the ri 


to enter a new golden age, In 1977, while stil looking. 
the ideal script for his own debut fes 
Italian film that blew him away: "There was a movie thal 
1 screened for Terry Levene of Aquarius one time, he 
asked me to look at some pictures for him when I w 
Rome, to see if they were worth buying. Terry would buy 
something that had maybe two or three decent scenes i 
it, but the rest of it was junk, and then he would try to 
make it work. One of the films 1 saw was called Utin 
‘mondo cannibale, by Ruggero Deodato. You know that 
film? 1 gotta tell you, 1 think that’s a brilliant movie! 1 
saw it at a private screening in Rome, and it was 
stunning. So 1 called Terry that day and said, I think it's 
reat." He said, "Yeah but they want too much money fo 
itt, so that was the end of that But that was an ama 
piece of work, 1 thought. 

The Europeans were gearing up for greater excesses 
although the Talian market would only truly hit the 
motherlode with Lucio Fulci's Zombie Flesh-Eaters aka 
Zombie, in 1979, and Deodato's follow-up to Ultimo. 
‘mondo cannibale, the astonishing and infamous Camnibo 


ure, Ellison saw an 


Holocaust (1980), America’s horror renaiss 


about to get under way: the success of John Carpenter s 
Halloween in 1978 set everyone's pulses racing, thrilling 


Nightmare US, 


сеп audiences and tantalising independent producers 

with its massive retur for a relatively small investment 

When we got back to New York, I started asking around 
i editing rooms and barrooms, everywhere, looking for 
tory, script, something that would be a different 


shocking film,” Ellison says. "I was sure that with the 


iccesses of Currie and Halloween it was the right way 
go to get "on the boards’ — and after being sweet-talked 
near-death in L.A. I knew I better do a project that 

4 amount of dollars to make it happen. 


required the le 


“How did Don't Go in the House get made? 
Some people ask "Why?" - Ellison 


ter Joe Masefield, New York producer, scriptwriter and 

wie fanatic: Ellison met him in 1978 at an edit suite 

he was cutting a picture. Masefield had a script that 

unded perfect = nasty, but perfect: 

bout a disturbed man, abused asa child, who bums people 

death. 1 said, “И sounds creepy? He said, “I'l bring it 
The nextday, he walked into my office and put 

ıı my desk a blue-laminated treatment, The Burning Man. 1 

kind of got the chills. Reading it disclosed more promise 


"Joe's treatment was 


substance but, it had а twisted mother-son relationship 


-miniscent of Psycho. It had a unique weapon, the flame 
rower, reminiscent of Chain Saw Massacre (and The 
Flying Guillotine) without the blood. 1 never thought blood 
was cinematic, sorry: It had the bumt corpses. Terrifying. 
And what if they could come to life! And what if w 
ually spend time with this madman in the house? View 
à insanity. It wouldn't be a funhouse roller-coaster 
perhaps, but it would be dark and disturbing. 
his mind racing with the possibilities: “The film would be 
blue, like the lamination on the treatment. Blue with fiery 
moments. And there was ‘the metal room, a most fright 
ening place, And the story had a heart. A desperate child is 
taught to torture, then grows up and does what he's been 
тодо. И was very sad. Perhaps too sad but horror has 
always been sad to me. I'm not a big horror film fan. I'd 
pins in an airplane or driving too 
fast. Waiting for someone to murder someone else is really 
not my cup of tea. But, 1 believed that 1 had to 
and this seemed like the perfec nightmare. We could make 


Ellison found 


rather be seared doi 


ake one 


the film in dhe house ог sets that doubled for the 
We could do it! Joe 
Masefield said he would like to write the script. He would 
meet with us almost daily and then produce pages along the 
lines Ellen and 1 had discussed. But we were writing to. 
Masefield was moving fast but in the wrong direction, we. 


thought. We had a meeting with him and told him we 


wanted to take the script another way. He said, "You're 
pulling а Thalberg on me, or something like that, meani 
we had been working on an alternative version as we went 
Apparently Irving Thalberg would hire multiple writers on. 
the same project unbeknownst o the other writers. But Joe 
was okay with it all and we parted friendly 
some up front and was paid in full when we'd raised 
enough to do so. 

For Ellison, the iron was in the fire, and beginning to 
glow. He and Hammill pressed on with the script together. 


he was paid 


1 wish we had the writing skills we possess today’ back then, 
but we did tbe best we could with the very disturbing subject. 
We researched child-abuse and various psychoses We 
location-scouted while we wrote. After weeks of knocking on 
the doors of creepy houses all over the New York, New 


Don’t Make Me Do Anything Bad, Mother. 


Jersey area, and discovering scary stories unfolding within, 
New 


Jersey and looked up the step hill to the scariest house we 


‘we found it. We turned a comer in Atlantic Highlan 


had seen so fat, Meeting the tan 


‘owners and looking 


through the cluttered but magr 


л old place, we were 
spurred on to write scenes with specific rooms in mind. 1 was 
able to block the script in my mind as we wrote: 

Once the sereenplay’ was in place, a budget was 
assembled by associate producers Masefield, Matthew 
Mallinson and Dennis Stephenson "They did what they 
could to help us in production and we gave them a nic 
title,” Ellison says. "Matt Mallinson was Ellen's assistant 
for a while. 1 was trying to get a camera to shoot the film. 

1 did not want to use the blimped 16mm Arriflex that was 
‘owned by the post production facility 1 worked in, There 
gone 
that Ellen had left me a message. She had been to General 
Camera (Panavision in New York) and Dick DiBona, a 
great guy who had helped so many filmmakers get started, 
was enthralled with her, She just wanted to know if | 
wanted to shoot anamorphic or 185 Panavision. I felt like I 


о an old 35m Arri that looked like it had literally 


hrough the war. Then Май came up to me and said 


had just won the Irish Sweepstakes. We had about enough 
money to rent that equipment for a day. Dick let us have it 
Tor eight weeks! There was a Screen Actors Guild strike оп, 
and production was preity slow. When we ran out of money 
and couldn't shoot for two weeks, Dick said to Ellen, when 
she called to ask if we had to retum the equipment, Just 


finish your movie. He was dynamite, In addition to Dick, 
there were some old gentlemen at Precision Labs without 
whom we could not have shot the film. Mr. Duryea and. 


Walter Pruscewiecz were awesome, Low nd Joe 


Dirito treated us like we were shooting a picture for 
Paramount. T 
wanted to help. 

Matthew Mallinson recalls the arrangements slightly 
differently: "Neither Ellen nor Joe had done very much 
production, whereas 1 had done quite a bit. So 1 was giving 
them the nus and bolts, setting up the abs, the camera deals, 
the footwork to get the st in place. We found a way of 
setting up a Panavision package for [dp] Oliver Wood if we 
trimmed out a lot of the accessories = what kills you on a 


rays knew what we were up against and 


doo Mas 


welcome the gender 
the Aris in Cinema Aa 
Bevery Wish 


a of Dont Go in 


сен 


Panavision package is the acessories. The reason pe 


ine Panavision is that you can use every known 


їр. So we cut а flat deal to use just the basic camera. 


As pre-production warmed up on The Burning Man 


Ellison was forced t leave his post with Simon Nuchtern’s 
reat guy hut he didn't 


post-production facility; “He was a 


want me shooting a feature out of his place 


explains. “I went off on my own in the middle of production 


and that was basically the end of our relationship. 


Вес 


ве Joe Masefield was withdrawing from the movie 


was suddenly expanded to 
When Joe 
Who is 

û, ‘You 

She did a super-human job 


ye, Ellen Hammill’ ro 


include producing the film as well as writing. 
Мы 


going to produce this movie! 


34 declined to line produce, Ellen asked me 


are.” She said, ‘Y 
Matthew Mal 

formidable 
down with pneumonia on the set. said, "We've got to get 
this Kid back to the city,” and El 
he goes back ill be demoralisin 


ure as pro 


ucer: "We had one kid who came 


sald, No we will not, if 


a little sick. I said, 


ie what happens when someone gets 
nomi” She 
became such a heated argument. 


Ellen, it's pneu ave in eventually because it 


THE BURNING 


“Donald! Come here 
Shooting Don't Go in the House 


Filming commenced in the suburban Atlantic Highland! 
New Jersey, and Jersey City, about fifty miles out of Ne 
York City, in the winter of 1978, The first scenes to be 


shot were ex 


osions on the freezing, wintry beach ne 


Atlantic Highlands. “They were tests really,” Ellison 


recalls, “Ми we used some of them in the dream 
sequence. We shot in an area where there were concrete 
bunkers, much like th 
Normandy, built to protect 
during WWII. ее 


surplus field jacket and having twenty five people 


running around and blowing up things on my cue made 
me feel somewhat drunk with military power” 

The prime location, Donny Kohler's house, was use 
for both interior and exterior shots. There was no he 
few amenities, and little choice than to duke it out 

ainst the elements and pray that no one would curl up 


exhausted in an upstairs room and die of hypothermi 


That scary house was a dangerous place,” Ellison 


"When we shot the mother's dead sc 


ın the night table, broke fo 


at about Spm, and when we eame back later that night 
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the water was frozen. We had a sub-zero set without the 
expense that William Friedkin went to on The Exorcist! 
When you see breath coming out of Donny's mouth at 


the end? Yes it was shat cold. Same in the Jersey City 
Incinerator where we shot the fire scenes. 
Cinematographer Oliver Wood, a Brit who started out 
as an assistant cameraman for BBC West in Bristol, 
moved to the USA in the 1960s, He lists Gianni Di 
Venanzo (who worked with Fellini) and Raoul Coutard 
(Godard's regular DP) as his primary influences. In 1970 
he shot the astonishing black-and-white true-life crime 
story The Honeymoon Killers. "| was brought in by 
Martin Scorsese who left after а week because of creative 
rences with the producer,” he recalls. 
Kastle, who wrote the script took over the direction of 


din Leonard 


the movie." As for Dont Go in the House, he remembers 
discussing with Ellison that, "When the killer put on the 
mask we decided that we did not want to see his face. 
And we made a sort of doll's house out of the dead 
bodies. Jo and 1 had very similar views on how the 
novie should be shot, and he liked the way 1 lit it, 
igh every now and then he wanted it to be darker — 
which was easy because we had по money to make it 
brighter 

The first shot at the main location was in the foyer 
of Donny's house, when he answers the phon 
Ben,” says Ellison. “I remember the light broke throug! 
he clouds in the middle of a take and blazed through the 
bevelled glass windows, Oliver and 1 got an excited 
chuckle out of our good fortune. It was a memorable 
moment, just to be under way.” 

Ellison was very pleased with the performance of his 
lead actor Dan Grimaldi, The two first met when they 
were studying acting together and they remained friends, 
with Ellison occasionally hiring Grimaldi to do voice 

He was not the 
obvious first choice for Donny Kohler" Ellison reflects. 
first envisioned him blond and frail, with a 
thoroughbred nervous twitch. But Danny brought a 
provincial, childish naiveté to the character. He was eager 
get into the role even though it was quite a stretch. 
With the Strasberg technique we both had in common, 
and with the willingness we both had to play this thing 
out, we worked very well together. He gave a brave and 
convincing performance, Perhaps too convincing. 
Audiences seemed stunned and upset that this horror trip 
жаз somehow real.” I's certainly true that audiences tend 
to be rattled and disturbed by the film more than excited 
in the lighter way. “Joe realised that what is lacking in 
most horror pictures is а focus on performance," says 
‘Matthew Mallinson, and it's true; we spend an awful lot 
‘f screen time with Donny Kohler. His childlike quali 
st under your skin. 
If audiences were disturbed by Grimaldi, they were 


altho 


call from 


work on the movies he was dubbing. 


and his torment, 


shocked almost out of their skins by the film's most 
rugged set-piece. Ellison recalls: “Oliver took sick the 
day we shot the fiery death scene. 1 was running camera, 
which was locked down. The effect was set up on two 
sages positioned ninety degrees from each other and the 


mage came together in the lens, | was terrified that we 
were actually killing someone because it looked so real. I 
bad to take my eye away from the eyepiece to be sure 
she was all right. The illusion was totally believable even 
to me. It upset me and I wondered "What in the hell am I 
making here? What would Fritz Lang have done? 1 was 


on't Make Me Do Anything Bad, Mother. 


trying to make my Dr. Caligari complete with off-angl 
bizarre angular sets (although Donny's bedroom was not 


ıa set but an actual room in the house.) 
Matthew Mallinson remembers the night of the 
buming: “ started shooting around ten or eleven p.m. and 
went on until the early hours, maybe four a.m. We were 
having a lot of trouble getting the prism to line up the real 
body and the burning body. It was done in а space we had 
sound stage, It was an in-camera effec, basically 


you saw what the end result was through the camera on set. 
We had a split prism: we were filming two hanging bodies 
simultaneously; one was a hanging dummy that we would 
bum, the other one was the victim. The split prism was 
then angled so they are superimposed in the camera and it 
looks like she's buming. The actress would wriggle around, 
of course, and so we would have to wriggle the burning. 
body in the same fashion to follow her" 

The brave actress whose naked writhing is the focus of 
the scene was Debra Richmond (billed as Johanna Brushay 
оп the credits). "Debra modelled nude and studied art at 
Hunter College, where Ellen, who was there to pain 
her." Ellison recalls. “She and Debra became fast friends 
Debra was a Playboy Bunny when 1 met her. She used 
rack me and Ellen up talking about "the Bunny Mother. 
Ellen asked her if she would do the role and told her what 
it would demand. An actress we had booked for the part 
backed out when ber boyfriend insisted that she quit.” 
Fortunately, Richmond loved to take her clothes off on 
camera, and Ellison agrees with me that she gives а sterling 
performance: "As you say, she was a trouper. She didn't 
need any “coaxing” but Ellen stayed with her throughout 
her scenes, just off camera. During the fire scene, which 
Peter Kunz had designed so simply and brilliantly, 1 was 
actually more upset than Debra was. As 1 mentioned 
earlier, she was nowhere near the fire but in the lens it sure 
looked like she was buming up. No one else on the set 
could see what I was looking at. The unblimped Апі 35 
had the potential to leak light onto the frame if the operator 
took his eye off the eyepiece: But that's what I did, Because 
1 could believe my eyes. Then I'd look at her stage and she 
was fine, except for screaming and pretending to be 
buring. It was a surreal moment assure you. 1 also must 
say that was quite uncomfortable after shooting that 


Decor! рову 
here loans! 


Prov father 


scene. It was just too disturbing. I kept telling myself that 
the audience wants to see this, And the story would not be 
everything, 
tefl with a 
зава film, you wouldn't ge 


complete without it. In those days, everythin 


was being shown їп fil. If you tried to be 
cutaway, especially in a low. 
your picture ош. 

Having devised such a fiendish highlight of cinematic 
horror, the question then arose of how to realise the 
aftermath, with its wizened, blackened corpses. "To get 
the burnt corpse Took was a quest in itself,” says Ellison. 

‘Thad found a black and white photo of a GI hanging out 
‘of a tank on Guadalcanal. He was burnt charcoal black. 1 
showed this picture to every make-up artist I interviewed. 


People would гу all kinds of t 


chniques to reproduce that 
look, One guy came in with tissue paper and some black 
liquid stuff and crumpled and moulded a burnt corpse 
cheek on the spot. But it was Tom Brumberger who was 
able to plan the whole thing: moulding the full suits, 
doing the detail touch-ups. 1 used ballet dancers for the 
corpses because 1 wanted them to move ina rather 
stylized way. Plus 1 knew they wouldn't quit. Dancers are 
reat to work with; talk about troupers. Those girls shot 
take after take in the freezing cold øn the beach in 
February for the dream sequence. I remember them 
shivering, but never complaining." Oliver Wood confirms 
the conditions were extreme: “For the beach scenes it was 
so cold that the batteries kept freezing and we could never 
get long enough takes 

Тот Brumberger told Fangoria's Bob Marin," “I 

емей to them that we not try to attach prosthetics to 
the actresses, because the prosthetics could only make them 
look larger and when you're burned you shrink as you 
lose fluid. The director wanted the victims absolutely 
charred black, and skeletal, so 1 suggested that he use 
dancers who would be much slimmer than the actresses, 
but the same height. So that’s what we did. 1 saw ita 
couple of times with audiences, and it worked. They 
assumed these were merely lifeless manikins ~and at the 


end, when they came to life, the audiences freaked.” 
Somet 
fans (it certainly surprised me) is that the film was entirely 


that may come as a surprise to the film's 


dubbed, with nothing more than a guide track recorded on 
Set. As a fan of Italian cinema I've grown used to dubbi 
which in the case of the Italians was often done in a rather 
slipshod, hurried fashion. Perhaps due to a combination of 
Ellison's experience in dubbing other people's pictures, and 
the fact that he had his own cast re-recording their lines in 
the correct language (a rare occurrence in Italian produc 


tions), the results are prety well indistinguishable from the 
real thing 
‘of those old ‘Pan-Arris’ — Panavision lenses fitted onto. 
unblimped 35mm Arriflex cameras,” Ellison explains. 

They took a great picture but sounded like a coffee 
grinder. Much of he film was post-synched later, 
something which, as you know, I was quite familiar with. 1 
guess that gives the film another Italian touch. 1 much 
prefer direct sound but when you're faced with options like 
16mm blimped vs. 35mm Pan-Arri there is no contest 

As filming pro 
clothing store scene was a Joe Masefield idea. | remember 
when 1 read “The Matador,” I thought, “Wow, what the hell 
is that?” But Ellen and 1 re-wrote the dialogue. David 
McComb, the actor in the scene, really got il, but the irony 
had been laid out far in advance. We were doing a cliché 
make-over scene — on a psychopath!” The levity increased 
as the crew moved to a discothèque to shoot Robert Osth 
эв Ben, taking Donny out on the town. Ellison laughs: “I 
thought Bob was great. Some of he lines were written for 
а New York Italian paisan. But when Bob said those lines 
in his audition, we laughed like crazy and I realised be 
brought a whole different thing to the part. It was better his 
жау. I сам him on the spot. The disco scene was shot in а 
club in New Rochelle, New York. We searched for months 
before we found a place that would let us set someone's 
hair (a special wig) on fire. That was another extremely 
long day. That night, before he succumbed to exhaustion, 
Oliver said to me, ‘I's getting very near the end.” We just 
barely finished the scheduled work, doing the fight scene. 
inthe parking lot with the sun threatening to come up. 
Ellen and 1 still quote him, sounding like a burnt out 
Pepper!” 


"There was camera noise right through the lens 


“May I PLEASE use the phone?" 
Post-Production and Marketing. 


And so, with the chills and thrills of the shoot at an end 
February 1979 saw The Burning, as it was then known. 
whisked off to the post-production suite. Matthew 
Mallinson recalls, "Since it was low-budget we worked out 
ofa place called "Fantasmagoria", owned by this guy Keith 
Robinson. It was like, “Give me a few bucks and you сап. 
work in my place when I'm not using it At the time, Keith 
was doing а lot of work for Saturday Night Live, the film 
segments, and so that was his bread and butter: 

Ellison prepared a rough cut, and screened it for 
Aquarius Releasing's head honcho, Terry Levene. For 
Ellison this was the crunch time. He respected Levene’s 
‘opinion on marketing and knew that he was guaranteed а 
fair shake: "Terry was a tough guy: When 1 met him he w 
in the business of buying very inexpensive pictures from. 
Italy, Japan, wherever he could buy them from. He paid 
cash for them — people loved that, even i it was very litle 
they could count on geting that very little! He'd buy these 
Malian pictues that were great in the first half, and then the 
hero, after helping the kid and saving the girl would, like 
shoot the cop or shoot the kid, and all of a sudden blow 


Nightmare US/ 


sway his heroic standing: and we'd be just, ‘Whoa!’ Maybe 
re'd be some really amazing stunts, but no story. You'd 
ge the first half-hour and think "Wow, this is great,’ and 
єл they'd take this stupid tum and the whole movie 

wld go down the drain, So we'd be charged with re- 
i. remixing it, dubbing И with а reworked script, 


new titles ete. И was great because | learned a lot 
working on these things. But the point is, I valued 
з advice about how to get а low-budget picture out. I 
ied him to a screening with some other people there. 


sd и mid-day, and of course the sound is rough 
sd it's а work eut, scratch music thrown in, and about 

| the picture 
! There were others ther 


ay thn Terry's snoring! 1 was 


pes, and 1 felt like the lonciest man in the world! It was 
And 1 remember saying to [editor] Jane Kurson 
time, "Sharpen up your scissors, Jane!" And she said, 
scissors are sharp! My scissors are sharp! I thought, 
it may be a work of at but no 
going to see it, So 1 had to become an enemy of the 


young filmmaker 


don't do this. 


concept, пу to compromise with what the audience 
asied. An 


vd that's where | made some mistakes, but also 

Im viewable, and 1 was able to make a deal. The 

running time was probably 98-102 minutes. I's 81 
And the difference between the two cuts? “I 

хаа say the longer version showed a positive side to. 

Kohler exactly, but it may have shown more of the 
m side, a more innocent side. 

With Levene's unenthusiastic response to goad him on, 
aned hard into the wind to recut the film, Post 

went on and on, and the money ran out twice. 


ооч experience as an editor proved invaluable (she 
od just come from editing Pumping Iron, the documentary 
ciped to launch Amold Schwarzenegger in the USA), 
is haste to rescue the film, Ellison allowed Kurson 
that, on reflection, he wishes he'd kept in: “I 
wrestling match with her, she was being a good 
4 saying 
se problem was that she was really trying to trim it down 
wouldn't bore anybody, or make а bad cut, instead 
to smash it together so that it would be shocking. 
scene where Donny kisses one of the corpses 
25 much more interaction between him and the girls in the 


This isn’t working, i's too long’, but 


Jimmy Kwel, who worked on the picture beginning 

+ and who became a successful editor, said, every 
saw him for years, I would have left the kiss in. | 

at scene, and she took it out because it didn't сш. 

Bu it could have cut as part of a montage or something, 
ус with an optical or two. Jane fought hard to keep it 

and eventually 1 relented. I shouldn't have, And Donny 
back to the voices in his head a lot more, reading 


io the corpses and seeing them seemingly react. It 
1 much more developed. 

still exist? Ellison has both good 
Actually it does. 
We did a TV version — which I don’t believe was ever 
оп TV! and Viacom bought the rights for six 
ars, 1 think, from Ed Montoro. When we recut the 

re. that corpse-kissing scene was added because ме 
needed more time 


does the (оош 


bad news for devotees of the film: " 


‘we'd had to cut so much of the 
Saphic stuff that we needed to put stuff back in. 1 have à. 
Smm print of the picture, but I've lost my 16mm copy of 
= Viacom version, and that would have been interesting 
It has other material that we didn't use in the 

ical cut” 


Don't Make Me Do Anything Bad, Mother... 


Richard Einhorn, whose marvellous score adds muscle 


to the film's tension and unease, was a busy man at Ihe 
time, scoring Shock Waves and Eves of a Stranger for Ken 
Wiederhom, and The Prowler for Joseph Zito. "He did 
some brilliant work for us." Ellison agrees. "He and 1 
worked very well together. The disco tracks and the other 
source music 1 produced. When Richard played a cue for 
me, 1 would push him for more, and in the end he deliv 
sounds that I hear copied to this day.” Apparently, there are 
по plans for a soundtrack album, which is a pity: Donny's 
disco infatuation and Einhom’s eerie clectro-xylophone 
motif, plus his more abstract swampy electronics, would 
make а highly desirable collection, 

ıa finished cut of the movie completed, it 
was time to seek distribution. And for once inthis book the 
story does not take a sudden n 
despair. Ellison describes the marketing process: "My 
friend and colleague, Dieter Menz of Atlas International 
for whom I had dubbed many (ore 
Italian, Japanese, Chinese, Filipino, ete. — asked me to let 
him represent House at MIFED in Milano. 1 had shown the 
film to Paramount who said, ‘Let us know what other 
people think.” (Really. We had not made a deal instantly as 
1 had expected, We had no money ей. 1 trusted Dieter 
more than almost anyone in the film business, so 1 said 


At Jast, wit 


edive into the depths of 


films - German, 


‘okay. My friend Varoujan "Peter" Aghbolagi accompanied 

me and Ellen to Milano to market the movie. He loved the 

idea of coming and he paid for the trip. (He was paid back 

when we sold the film.) I'm sad to say, Peter died a couple 
cars ago. Arriving in grey Milano in October of 79, 

er informs us that he has set up only one screening, for 


Thursday. We had to wait most of the week to ee if we 
were to make any real progress. Dieter showed us an offer 
for Argentina by Tuesday, and we had a few other offer 

for places like Sri Lanka, but we had to wait for our big 
screening to see what we could expect, Everyone had 
wared me, "Don't be surprised when they walk in and 
walk out of your sereening. The buyers there have to see a 
Jot of films and they have to keep moving." Thursday came. 
Ellen, Peter and 1 sat їп the screening room. A few people 
wandered in. Then a few more. By the time the 


James Sn Kusi edited 
House, and wert or 
colaborator with Mazin Sco 
titan dor Scorsese то 
Treima Schooomaker on Afar Ноот, The 
Color of Money, боой» Casi 


Bringing Out the Dead ans Gangs ot Mew 
"ok He sso as = 
tng hs blan уз: тот 

Bran Damage 
Donny models the озу ox ne зен y 


started, t 
of us had о leave to make room for 


e screening room was full. Soon after, the three 


ore. Dieter was 
‘outside, shoving people in and forcing the door closed 
behind them like a Japanese subway conductor! The room 
жаз packed. Only two people left the screening, buyers 
from Sweden. It was explained to me that they did not 
allow nudity and violence in the same film in Sweden. 
‘When the film ended, the doors flew open and Dieter, Ellen 
nd 1 were attacked ~ by hopeful buyers! saw some 
people 1 knew from Italy. some from Asia, and 1 was 
chatting with ап Italian distributor when Dieter grabbed me 
forcefully by the arm and said, "Come meet Mr. Montoro, 
hed me toward Ed Montoro, President of 
a US distribution 
Tor rights outside of 


Film Ventures. Di 


ter was helping me 
deal while he himself was only askin 
the US. See what | mean about Dieter? He of course would 
in from a good US deal: better publicity, a good US track 
record, which of course would help him sell worldwide. 
But he never asked for anything from the US deal he 
helped to make happen. Meanwhile, Bob Shaye (New Line 
Cinema, whom 1 had worked for dubbing Sonny Chiba 
movies and others) made а bid for the picture. So did 
AVCO Embassy. But by making a deal with FVI and 
keeping worldwide rights exclusive of the US for Dieter, 
we were able to pay our investors. 

Dont Go in the House opened wide, теле 
New York and Los Angeles, and was promoted on TV, with 
ads running in prime-time during Saturday Night Live It 
also played drive-ins, with John Bud" Cardos's The Dark, 
and did fair theatrical business in the UK (where И was 


Seattle, 


savagely cut for an ^X? certificate). Most importantly in 
Britain, the 
with the uncut version unleashed by VideoSpace in the 


Im performed excellently on video rental 
days before video certification. 


"You scarred my sister for life!” 
— Audience Reaction. 


Dont Go in the House is not a film that warms the heart of 
your average horror hound. Which is ironic, given the way 
horror fans virtually beg the genre to assault their sensibil- 
ies. Horror films should shock, they should leave you 
wrung out, troubled, shaken, Your mind should be plagued 
with images that linger for days. It's а lesser brand of 
horror that merely tickles the belly of your fears, For me, 
Don Go in the House easily transcends its low-budget 


limitations, and the occasional laws count for nothing 
next to its f 


ocious violence and seeping morbidity. There 
are popular films in which men kill tens, hundreds, even. 
thousands of people, with the sort of gung-ho 
mindlessness tht makes Donny Kohler seem like 
struggling Saint. Don? Go in the House makes sure you 
feel the fear and horror. Donny is stuck inside his sickness, 
and the film portrays him as а lost soul, a feeble creature 
driven by forces he can never overcome. His ‘wickedness 
is truly horrific, bt he's pathetic, victimized. No one is 
going to get their aggressive jollies by "identifying" with 
Donny Kohler 

Ellison took the trouble to discuss his script with 
psychologists before shooting began: “We described the 
patterns of behaviour in the script, and they said yes, as a 
matter of fact it's classic, The conversations were not too 
in-depth because it was so obvious that the material was a 
classe case. It was perhaps а little obvious that he would. 
use fire, 1 mean that wasn’t necessarily part of the psycho- 


210 


logical make-up, but we knew that child abuse could bring 
out psychosis, We tried to keep a logic to it so it wasn’t jus 


ratuitous. 1 remember one review that said there's an 


attempt to make this seem like a socially redeeming picture 
but it's just 
filmmakers were trying to do this. A lot of people s 
to get really angry 

During the horror boom of the early 1980s, it was 
common for mainstream reviewers to review the audience 
e, in their efforts to "prove" that the new 
wave of explicit horror was a bad influence on society. Н 
someone cheered or laughed during a murder scene, it was 
reported with the relish of а bor killjoy, and used to 
demonstrate that horror pandered to the worst in human. 
mature (е 
stimulate real-life violence in its audience). Even a clever. 
Writer like Pauline Kael routinely propped up her 
subjective opinions by conducting a specious survey of 


exploitation film and i's pretentious thatthe 


as well as the mov 


gregiously implying that the film would therefore 


audience reaction. But according to Ellison, no one was 


ever likely to make such a case against Don? Go inthe 
Howse: “We'd play in the same multiplexes where they 
were showing Friday the 13th, for instance, and I'd go in 
the other theatre playing that film and you'd hear sereams 
and giggles and see kids hugging and getting all excited 
and having fun being grossed out by all the blood. But then 
you'd go in to Don? Go in rhe House, you know, and 
there'd be like dead fucking silence! [laughs] Nobody was 
hugging anybody! They were just agape, you know, like 
‘Oh my God what i this? 1 thought, ge I've failed.” 
"You didn't fail,” 1 interject, "You just made the 

archetypal bad date film! 

‘Exactly! The perfect description!" Ellison lat 
"What I was trying to do was get this "being at home with 


the monster! thing, you know? | wanted to be at home with 
this fellow. What does he do in the afternoon? I was 
curious. What does a madman do when he's not killing? I 
didn't mean И to be а misogynist statement, but 1 can 
understand why people took that from it. 1 felt 1 was 
making something diferent to all the other films of its 
type. To say that sounds egocentric, because | was not а 
bur that was my 
attempt to do what 1 thought the material called for. I knew 
there were exploitative aspects from the start, mind yo 
That scene in the metal room was key to getting the film 
cd. And yet there are no other scenes quite like iin 
the film — no other scenes quite like it, period! 1 did some 
work at NYU but did not actually shoot another flm of 
ту own until Don? Go in the House. That’s my student 
film! And when people criticise it look at things like 
Who's That Knocking at My Door by Scorsese or that first 
Coppola picture Dementia 13, and think, well, kicking off 
with Don Go in the House isn't so bad.” 


film master, it was my first feature 


“Can 1 play my music Ioud?” 
Joey and After... 


Айег House, Ellison was, if you like, bumed out with the 


horror genre. Even when Ed Montoro offered him the 


‘opportunity to make another horror film straight away, to 
be shot in Los Angeles and withthe money already lined 
up, he said no. As a devotee of Don? Go in the House, 1 
resist the temptation to seream at him and, as calmly as 
possible, ask why: "Sometimes even Ellen doesn't get 
this," he laughs. "The idea of making a slasher film purely 
for marketing was something I couldn't do. 1 could only 
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imagine Ed calling me on location to say that he had scen 
the dailies and “We need more blood, Babe!" But the fact 
that I was so tumed off horror created an opportunity: a 
horror film send-up, Ellen and 1 came up with Scary Movie 
And yes, it was exactly the concept which has recently 
been so successful. Take the most popular horror films of 
the past few years, and exaggerate them. Pay tl 

off with laughs. We wrote a very funny script which some 


producers wanted to buy/steal and probably kick us out of 
the pictur 

Hollywood to agents, producers, anyone who would read it, 
Frank Lanziano, “Frankie Lanz’, friend who had invested 
in House, made me an offer. Frankie was a Wall Street guy 
who produced and hosted the Royal New York Doo-Wop 
Show, He was а natural talent who had been a DJ in his 
former life. Loved the music and produced one hell of an 


But just as we were sending the serip all over 


oldies show, first at the Beacon Theatre in New York and 
later at Radio City Music Hall. Frankie wanted to make а 
fiim about his show, 1 had seen far too many documentaries 
v Golden Oldies. No one cared. In fact, Radio City people 
told me thatthe show sold out fortwo or possibly three 

и but if they ran more than three shows, the place 

's always the same people that come to 
the show every year,” is what they told me. It seemed 
essential that a feature film should involve the younger 
generation inthe story. Oldies and new music. A father/son 
story. I went to work on Joes: When Warners screened the 


would be empty.“ 


picture, they said, “H's really wholesome, yeah, kiss of 
death,’ But, 21st Century offered double the negative cost 
of the movie and Frankie, in good faith, took the deal. They 
were a public company and they went broke by the fourth 
payment. It was extremely difficult to replace the distri 
bution deal. Everybody wanted to ma 
по longer had rights to the film. It went on and on. Finally, 
another company opened the picture in limited theatrical 
release designed to live up to the bare minimum of their 
contract. It got good reviews but with no advertising, this 
wholesome’ film with grear music, old and new, was 
pulled by the distributor who didn't want to invest а dime 
operly exposed. They spent almost nothing 
оп advertising. They just made a great deal for themselves 
selling it to HBO and then other ancillary markets. We used 
ıa guy to clear the music and several of the recent rock. 
producers reneged on their deal. They claimed Joe's 
musie rights were limited and were expiring. It was a 


е sure 21st Century 


nightmare. That's why copies of Joey are o rare. We had 
The Silhouettes (‘Get a Job’), The Elegants (“Little Star’, 
Screamin" Jay Hawkins (1 Put a Spell on You’), The 
Manhattans (“Boy from New York City’), Vito and the 

ined Melody"), The Teenagers ("Why 
Do Fools Fall in Love?’). The oldies groups were great and 
we never had a problem with them. We created an oldies 
soup, The Delsonics, who seemed like an original group 
but were fictitious, Their oldies song was new but sounded 
like an old hit, "Moonlight Love’. With the insurmountable 
problems releasing Joey, 1 realised that 1 could no longer 
go fo an investor and say, as 1 had said wit 
те have some money to make my film, and if I'm alive 
when its done, you will get your money back. There were 
тоо many dishonest people in the picture business. The 
deals were at the indie producer's disadvantage. Living 
with the EVI deal was bad enough. At least was able 10 
force some payments out of Ed and between that and Atlas 
set my investors money to them. But this Joey thing was 
impossible. You end up with no control and therefore no 


Salutations, ("Unck 


House, "Let 


Don't Make Me Do Anything Bad, Mother 


ability to do what you would want to do, You can't make 
promises because you won't be able to keep them. 
Ellison reflects on his latter-day film experiences: "My 
best scripts, which I wrote on spec, were never produced. 1 
М in Hollywood doing scripts for TV, 1 was hired to 
write a script for Carol Burnett, and 1 started doing post- 
production again, as Ellen went to law school and had two 
daughters with me. (I've asked them not to watch House 


but if they ever did to please find it within their hearts to 
forgive me!) I also had some work stolen from me. While 1 
acknowledge that similar ideas and “high concepts’ can be 
generated by different people in different places, 1 am sure 
that The Thirteenth Floor! was stolen from me at least 
twice, I exposed it to many people, some of them the 
wrong people, and I've seen pathetic versions of it, not just 
using the title. 

19905, tired 
to his music, and by 
new Ме for himself 
better meetings, writing better scripts, 


In the of he film business, Ellison returned 
sinvesting in his first passion made a 
‘In the end, while taking better and 


ind being 


summer f 198, we те тен 
"Ihe їй and lor 
play Po sare neare 
and doen d ез, 
Соната ale on Bacay 3 


olor Sty тов than he ces 
Pricing poly tat heşt out 
“Devoe af мо 
тетә. Cinerama 2 was oct 
balcony fe ой one sx 
оозе! plash red set 
Roman olen тет, 
kron teet- лт! 
ра! many ol he hung acion moves te 
weed on bor Simon Nem s Au Fe 


этол asst 


те акей wth 
та eating the 
e Lightning" as 


encouraged to death, it was all bologna. It was wrenchingly 
ditt 
geting away from the whole righi-hrain thing for a while, 1 


ilt but I tumed my back on the film business. By 


found that my musical abilities came back stronger than 
ever. started composin is what has 
saved my soul. As for the future, 1 won't rule out the 
possibility of makir 

possibility. 1 have found that my favoured medium of 
expression is a two-and-a-half-minute song rather than а 


music again and th 


mother film, but it seems a remote 


one-and-a-half-hour movie 


Epilogue 


Even if Ellison does retum to the cinema, it's unlikely that 
he'll do so in the 
The film is a glorious, shocking experience 
time, and never to be repeated, For star Dan Grimaldi 
House is the highlight of his career so far 
count a recurring role in the smash TV show The Sopra 
as Patsy? Parisi. I's about time, though, that Don? Go in 
the House was к for providing the horror genre 
with one of its most shocking set-pieces, о 
best work of Lucio Fulci, Dario Argento and Tobe Hooper 
and for its accomplished mix of humour, horror and 
indie for the burning man. 


reme mode of Dont Go in the House 
utterly of its 


melancholia. Let's light a 


1 An heroic Alaskan husky dog immortalized as a stan 
Central Park, New York City 


2 Michael Sehwerner, Andrew Goodman and James Chaney w 
‘civil rights workers murdered by the Ku Klux Klan in Missis 
1964 he ca 


forms the basis of the film Mississippi Burnin 


З. A top-line American business specialising in construction ar 


4 My own research led me w the case of Joseph Kallinge 
apprehended in | 
molestation and culminan 
‘case: һе murdered one of his 
took the other, aged jast twelve, out with him as an accomplice t 
tacks on women. Whilst i's overly simplistic to у the blame 
any adults behaviour at the fet of their parents, Kall 
childhood was horrendous, Adopted hy extremely sadistic Ca 
шоны, һе suffered gross mistreatment and humiliation. When be w 
Sámined to hospital 
{old him the surgery was 1o sop bis penis growing. Like Mrs. К 
in Don? Ge 
making the boy hold his hand over an open flame, beating him. 
cried. And like Donny Kohler, Kallinge grow up to uke ples 
torturing others. Kalinger was also an arsonist in his youth. He w 
poetry on the subject, an example of which is sriking im this с 
Oh. what ecstasy setting firex rings 10 ту 
Whar power feel at the thought of fire 
Oh. hat lease, what heaven pleasure" 


in murder. Kallinger’s is a truly bizar 


епн operation at the аре of sis, his mothe 


inthe Hows, Каар s mother exerted her discipline 


S When T asked Matthew Mallinson who Dennis Stephenson 


he laughed: “AlI T kne 


6 Ruth Dardick, who played Donny Kobler's mother, a 
Bruce Lee's mother in а film by Mathew Mallinson called Р 
Feur: Touch of Death (1980) 


în Fangoria 
8 A seript Ellison copyrighted in 1986. 
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chapter 9 


If You Go Down 
in the Caves Today... 


Mark Sawicki & Chris Huntley on the making of The Strangeness 


The Strangeness (1980) 


he Gold Spike mine has а bad reputation. It was 

abandoned several times until йв final closure in the 
1890s, and rumours abound of a ravening creature lurking 
їп its depths, said to have killed scores of miners. Now, an 
exploration party comprising Hemmings, a mining engineer 
(Rolf Theison); two mining consultants, Calvert (Dan 
Lunham) and Ruggles (Chris Huntley); Angela Platt, a 
geologist (Diane Borcyckowski): and writer Dan Flanders 
and his wife Cindy (Mark Sawicki and Terri Berland), have 
hired Morgan (Keith Hurt), a British-bom miner with 
knowledge of he tunnels, to help them assess its suitability 
for re-opening. Flanders is researching a book about the 
place, and both he and Morgan regale the rest of the party 
‘with stories of the Gold Spike's violent past. As the party 
travel further and further into the maze of tunnels, the 
stories seem less and less fanciful 

The Strangeness is а real team effort, made on a very 
Tow budget by a dedicated band of friends, and its abundant 
charm is a credit to their ingenuity. Concerning a 
Lovecraft menace lurking in an abandoned mine, it 
rewards the viewer's persistence with an ominous 
atmosphere, flashes of humour, and a particularly startling 
monster tucked away in the film's final reel. Among the 
difficulties encountered on the way are a few too many 
dialogue scenes, over-ambitious low-level lighting that 
slips off he scale into eye-strain territory, and some lapses 
of logic and continuity, meaning that it's easy to ose track 
‘of what's going on. Їз а film that's never going to win 
over sceptics, but if you're a monster movie fan or а cine- 
spelunker accustomed to rooting around in the further-flung 
caves ofthe genre it's definitely worth your while. 

"For a mine it sure looks like a cave.” says Cindy, as 
the group descend into the dark. Well for a set it sure looks 
like a location! Explanations of how the film was created 
follow in the interview with Sawicki and Huntley, but 
suffice to say the sets are superbly realised — certainly 
enough to fool this viewer, who believed the film was shot 
in real mine workings throughout. Once we're underground 
the illusion is watertight, compensating well for the 
shortcomings of the scri 
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‘Tee Srangeness, is one tom he 


First to die is geologist Angela, and we can deduce 
ibat she's the least popular member of the party from the 
rather casual way the others move on after she's trapped, 
presumed dead, in а rock fall. The film needed a death at 
this point, for sure, but the lack of an emotional aftermath 
makes the group seem rather callous. Perhaps realistic 
shock and hysteria would have been difficult to sustain at 
such an early stage (after all, it would surely propel 
everyone to the surface again), but it's something that 
should probably have been addressed in the scrip. 
Structural errors like this show the writers (director 
Hillman and actor/spfx man Huntley) getting to grips 

with their стай, and while there are decently-writen 
character scenes throughout, the fact that they take place 
aside from the storyline suggests that narrative structure 
was not the team's strong suit. 

The screenplay makes up for its callowness in other 
ways. As if to pre-empt criticisms of hokiness, Sawicki — 
playing would-be writer Dan Flanders — provides a 
running commentary, breathlessly exaggerating 
everything as the party enter and explore the mine, I's as 
if the film is taking the mickey out of its own clichés 
you can imagine Flandery's words, spoken perhaps by 
John Carradine, gracing a lurid, hyperbolic movie tai 
Ws a risky approach that could have lessened the 
atmospheres and kept the viewer at arm's length, but the 
filmmakers get away with it by depicting Flanders as a 
bit of a dweeb (and like Woody Allen at times). In one of 
the best dialogue scenes, he "interviews" sardonic old 
Morgan, supposedly seeking material for his book. The 
older man spins him tall tales and elaborate jokes — but 
the humourless Flanders fails to notice his leg is being 
pulled. When the penny finally drops, he acts as if 
Morgan has been wasting his time, instead of recog 
the man's teasing as exactly the kind of “colourful” 
character material a writer could use. 

Fans of the film must surely be holding their breath 
for a DVD transfer from the original negative, because if 
ever a film needed the strong blacks and heightened clarity 
of the digital medium, this is it. What is at least clear from 
the video release (and the marginally better, though 
extremely rare, budget DVD from 23rd Century) is that 
the film stands or falls by its lighting — a precarious 
position considering the unforgiving nature of сапу 1980s 
video transfers, O'Brien and Greenfield's cinematography 
wrings variety from a succession of rock walls and 
cramped tunnels by employing coloured gels and eerie 
lighting effets on the actor's faces, but when the image 
dwindles down to a couple of weak toreh-beams the 
production hits the limits of audier 


tolerance. 


E a” 


DAN LUNHAM 
TERRI BERLAND 


The Strangeness has no need of excuses for its 
fabulous stop-motion monster, a demented tentacled 
phallus with a gaping, undulating urethral opening. Such 


а provocative combination of phallic and vaginal ims 


is spot-on when it is considered that the story is set 
almost er 


rely in caves, suggesting fear of the womb, 
castration and all the Freudian/Kristevan baggage that 
accompanies such notions, (You'll forgive me if 1 don't 
get out my pickaxe and shov psycho. 
analytical theory.) In the interview accompanying this 
review, monster designer Chris Huntley admits that he 
worked on this Freudian nightmare without considering 
its symbolic aspects, but it's thanks to his naiveté that the 
film can boast а genuine creature from the Id. I's а 
guaranteed "Wow!" for monster fans and well worth the 
wait for the moment when it finally appears. Huntley's 
monster looks like a country cousin of H.R. Giger's 
creations for Alien, and for fans of the BBC's long 
running horror/sci-fi show Doctor Who it also brings to 
mind the similarly obscene Fendahleen in the creepy 
1977 tale Image of the Fendaht, In fact it's such a treat 
that it's a pity the filmmakers didn't give it more of an 
airing earlier in the story 

The Strangeness is a light-weight entertainment and 
there's no point trying to say otherwise, but it’s exactly 
the sort of film that make 
such fun; for all its flaws it's been made with guts and 


rooting around at film fairs 


spirit and determination, From its wonderful title (which 
was my initial reason for buying the video) to its eye 
opening, gender-busting monster finale, this precursor to 
such recent hits as The Descent and The Cave may not 
win any prizes, but it’s well worth a look if you love the 
shadowy recesses of the genre. 
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Mark Sawicki 


& Chris Huntley 
Interviewed 


Introducing Mark Sawicki 


ark Sawicki, personable star, co-producer and effects 


designer of The Strangeness, was bom in Jackson, 
izan on 10 September, 1956. "My father was a 
in dancer during the Depression, but by the time 1 
along he and my mother owned a neighbourhood 

he explains. "We lived above the store, When the 
permarket chains wiped out small groceries they moved 


es. They were about my 

ularly impressed 

them, since now I'm facing the demise of traditional 

erawork, with the digital era. 

e monster-movie fanatic Doug McKeown (see 

n The Deadly Spawn), Sawicki caught the stop- 
“I started playing 

My first memories of cinema 


єс now when they did this and I'm ps 


and sculpting with 


from drive-in movies that my older brother Tom 
ild take me to. He would sit in front with his date and 


suld sit on books in the back, as chaperone, and 


tness Godzilla or Vincent Price light up the sereen. Two 
т Corman's The Raven 

«d Ray Harrybausen's Mysterious Island, 1 became a 

susen fan and a stop-motion fanatic. When | was 

t twelve years old I discovered my parents" seldom- 

sd Super-8 home movie camera and discovered that 1 


f my favourite films were Rog 


d animate my clay characters with it. From then on 
ugh high school and early college 1 would make short 
le animated clay films. I was also exposed to acting 
d appeared in numerous school plays and community 
catre productions." 
igh school, Sawicki found that his passion 
v the movies was ably supported by his parents, who sent 
im to USC Film School for two years, It was there that he 
t all of the friends with whom he would go on to make 
The Strangeness, including director David Hillman, 
Sawicki's partner in film class. "We made two films 
gether in our second semester,” Sawicki recalls, “At USC 
зе films were referred to as 310s, which was the number 


f the class: the assignment was to make two black and 
white [mın films with syne sound and no dialogue. The 
purpose was o force the student to relate a story visually 


without reliance on verbiage, ап excellent exercise that 


anded down the traditions of silent film and pictorial 
anguage. Two students would partner up and trade places 
being director and cameraman. 1 went first, with my film Jt 
Stalked the Night, which related a true story of me trying to 
ak a girlfriend out of the house without my parents 

All the action was counterpointed with a made up. 
movie soundtrack that played on the television the father 
character was watching during the esc 
by the time David got to direct his film he had to leave 
iol о support his wife and family, so he becam 
absentee film partner. We nonetheless finished his film, 
tarring Pavo Bloomquist [credited as Rolf Theison in The 
Strangeness), about а man who loses himself in a fantasy 
world that goes awry. The film had many in-camera effects 
and was an early training ground for me. It was entitled 


Unfortunately, 


If You Go Down in the Caves Today 


University Travel, named after the local travel company 
that allowed us to use 


iir storefront as a “looking glass 
that Pavo could pass through into his fantasy world 
Sawicki directed his graduate film Origins at USC 
winning both а Silver Hugo and a Cine Silver Eagle. The 
film drew heavily on his youthful interest in special effects: 
"Origins depicted the creation of an alien world from an 
explosive starburst, the genesis of life in the sea, rising 
continents and the spawning of alien life on the land, ай to 
be destroyed by yet another starburst that became the alpha 
and omega of everything. Pretty ambitious. The one big 


failure in the film was the recognition by the audience that 
I shot а lava lamp for some of the effects sequences, which 
е the trick away. Other than that 1 think it was pretty 
Successful as a mood piece. 
On 
but afier the excitement of USC, Jackson appeared to offer 


aduating, Sawicki retumed to Jackson, Michigan, 


litle advancement. For a while И seemed as thou 


igh the film 
school adventure might lead nowhere... “Then | received a 
call from Peter Donen of Cinema Research Corporation, an 

acility. He had seen Origins at USC and 
invited me back to Los Angeles to clean film elements and 
Tun a black-and-white processor. 1 owe my entire career to 
Peter and I'm sorry to repont that he passed away on 1 
January, 2004. He was the son of Stanley Donen and he 
gave many untried people their first break.” 


optical prir 


Introducing Chris Huntley 
Chris Huntley was bom in Long Beach, California in 1958. 
Like Sawicki, for as long as he ean remember he's loved. 
sci-fi, fantasy, and horror movies. "My earliest nightmares 
were inspired by 20,000 Leagues Under the Sea, The Outer 
Limits, and later even Star Trek,” he recalls. “I went on a 
summerschool field trip to Los Angeles when 1 was 
fourteen, and went to several studios including Warner 
Bros. = they had recently finished filming Millard (1971). 
They still had lots 

and prop house. | was in heav 


ake rats around the special effects 
Work on The Strangeness provided Huntley with 
valuable new experience, thanks to his fellow artists, "Most. 
of the effects expertise came from Mark Sawicki, with 
some help from Ernie Farino. Mark knew how to create 
paraffin wax explosions, knew a lot about stop motion 
animation, and more. 1 knew how to make miniature 


models and build sets. I'd been making (and blowing up) 


models since 1 was a child. The rest we sort of figured out 
оп our own. I'd been making short films since I was in the 
digits. Th 

outside my parents house on the cement driveway. 1 had 
my brothers run in to tell the babysitter about the fire. She 


sing re was one occasion when I staged a fire 


ran outside screaming as | tried to film her. Unfortunately 


there was a technical problem and the film jammed. The 
Табо made films in 


babysitter wouldn't do a second take 


high school 
At USC, Huntley met Mark Sawicki and David 

Hillman: “Mark was a junior and 1 was a freshman,” he 

explains. “I tagged along with Mark most of the time. He 


was very patient. At that time Mark and 1 also shared an 
apartment on campus with two other fellows, David had 
big aspirations and was really good at inspiring others to 


get involved. In the summer after their 310 [graduation] 


projects, the three of us decided to write а script together, 


called The Terminator ~ unfortunately, not that 


The Elusive David Michael Hillman 


Sadly, director David Hillman, bom in 1955, has remained 
impossible to trace for this book. Sawicki has nothing but 
ntle maa, bom 


praise for him: "David was a wonder 
and raised in Burbank, California. A true mative. He was 
very happy-go-lucky and easy to work with, He always ha 
grandiose ideas and a doll hem! He 

could talk you into doing anything, and after you did “the 
impossible be was genuinely grateful. He didn’t nipick 

everything apart as many people do when they get things fo 
nothing. Ifa shot didn't work as well as he hoped, he would 
it. David was an editor by trade and prided 


ninety-eight to do 


edît rou 
himself on using editing to make up for filmic shortcomings 
After The Sirangeness | worked with him several times 
more, mostly on low-budget educational films, but it was 
always fun. No money, but fun.” Sawicki has no idea when 
"He's pulled an Eddie and the Cruisers. 
xh 


he is now, though: 
if that means anything to you. It's a film about someone. 
ell off the face of the carth. So David, 1 guess 
iin а mystery wrapped in an enigma 
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Pre-Production 


According to Huntley, the planned film began, not with a 
script or even a title, but a budget. In order to arrive at the 
lowest possible “realistic” budget for a full length feature, 
the decision was taken to shoot in 16 
shooting ratio. They estimated that they could make a fi 
in this way for the tiny sum of just $15,000. Spurred by a 
single investor's offer of $10,000, Huntley and Hillman 
began work on a script. The team decided that a horror 
movie was not only the ideal means to exploit their skills 
as model-makers and effects designers, but also fell within 
their modest financial reach. Not only that, but 1979 
horror was enjoying another of is frequent upswings in 
popularity, with big hitters like Halloween, Phantasm, 
Alien and Dawn of the Dead packin' ‘em in and attracting 
коой notices. "Having decided the genre, we needed а 
Story and location,” explains Huntley. "We put the cart 
before the horse = that is, we let the location determine the 
story. 1 suggested a terrific location in northern California. 
that my brothers had recently introduced me to: an old, 
abandoned coal mine. We figured we could shoot the film 
оп а two week schedule at the mine, thereby keeping 
‘equipment rental to a minimum, and obtaining incredible 
production value for minimum cost. Unfortunately, after 
‘ve had completed our outline and were half way through 
he treatment, he logistics involved in moving an entire. 
сач and crew that far, for that period of time, with no 
money budgeted for travel expenses, proved to be 
insurmountable. By the time that little bomb sunk in, it 
was too late for us to change the setting, because the 
backer wanted to see some script immediately and that 
was the only product we could show him. We began to 
contact other individuals both to supply the remainder of 
the budget, and to join the cast and crew.” 

Points were offered in lieu of payment, and because 
money was now being discussed, it was time to establish a 
legally binding contract with the chief investor. “About 
this time, our initial investor skipped town with his ten 
thousand bucks,” says Huntley. "Two thirds of the entire 
budget suddenly disappeared." 

Unwilling to cancel the production, for reasons of 
pride as well as the commitments made to cast, crew and 

s hope that 
somehow the money would tum up. Hillman, Sawicki and 
Huntley decided to trade as Stellarwind Ine. to cover 
themselves against any personal liability should the project 
suffer further financial setbacks. They got themselves a 
lawyer, and for $800 he drew up an incorporation contract, 
A further contract was signed to establish the production 
эв a limited partnership, both to guarantee the investors a 
return, and to prevent them from interfering with the 
creative side of the production. This cost a further $400 in 
legal fees. Huntley explains: "In essence, we, the 
producers, became a Board of Directors in a corporation, 
acting as the General Partner designated as the Producer in 
ıa Limited Partnership Contract.” 

The problem of where the location work for 
would be shot came to a head when the team discovered, 
то their dismay, that the only other mine they could shoot 
i was 200 miles away, would cost $4,500 a day in 
location fees, and had no electricity. The decision was 
taken to build sets. 

‘Meanwhile, the remaining investors had still not 
‘tually signed anything, and the production was 


smaller investors, the team continued i 


if You Qo Down in the Caves Today... 
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beginning to flounder. Feeling momentum slipping away 
Hillman, Sawicki and Huntley decided to arrange a two- 
day shoot at their own expense, The shoot was completed 
and then the ther investors dropped out. Disaster 
loomed. It was at this point that Hillman’s luck changed, 
although in a way none of the team would have preferred 
a relative of Hillman's died and left him a small inheri- 
tance. As Huntley recalls, "Good fortune although 1 hate 
to look at it that way. Unfortunately, the inheritance was o 
be tied up in probate Гога year, with only small amounts 
occasionally available earlier. This was to become our 
production budget.” "David had some investors,” recalls 
Sawicki, "but after we'd shot a couple of weekends using 
borrowed equipment from David's job, they inexplicably 
pulled out, Then fate stepped in and onc of David's 
relatives passed away, leaving him with just enough 
inheritance to finish the picture, We literally only had 
‘enough for film and lab, Cast and crew alike would be 
hauling equipment and building sets and everything." 
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The Strangeness was truly a shoestring venture. Shot on 
116mm reversal stock, academy ratio (a hoped-for 1.85: 
blow-up never materialised), its final budget weighed in at 
ıa svelte $20,000 (Huntley pegs it at closer to $25,000). И 
took nearly a year to complete, beginning in 1979 and 
finishing in 1980, seven months over its original three 
month schedule, and was shot entirely at weekends, since 
most o he cast and crew already had regular jobs. 
Exteriors were photographed at the Red Rover Mine in the 
Canyon County region of Los Angeles and also along the 
rocky coast of a private beach belonging to Chris Huntley's 
grandparents. Specialised locations were not casy to afford 
оп such a low budget, but the nature of the film demanded 
them nonetheless 


"There was one great set we had, which 
was a mine exhibit 


и ihe Pomona Fair Grounds,” Sawicki 
+ that for 


remembers. "David sweet-talked his way into usir 


a couple of weekends, for free. It was great” 
For the majority of the film's underground scenes, 

however, the team had to come up with the goods 

themselves. 

could not acquire the use of a soundstage,” Sawicki 

explains. "We tried a ranch in Malibu, but they wanted 

S100 per w 


‘We needed a quit place to build the set as we 


end. So we ended up in a backyard in 
Burbank. Another rltive's property.” The sets ended up 
costing а mere $700. For fans of the movie, the she 
extent of good material shot on these homemade sets can 
соте as a bit of a shock; on а very low budge 
created a fantastically convincing illusion of underground 
mine tunnels and disused workmen's chambers. 

“The main set was created in David's grandparents 
backyard and garage,” Sawicki reveals. "The garage was a 
caver, and an L-shaped tunnel led out from that. At first 
же were puzzled as to how we were going to create the set 


with no money. Plaster was discussed, foam rubber was 
tried but found to be way too time consuming. We 
eventually wound up using chicken wire covered with 
industrial strength aluminium foil painted to look like rock. 
It looked absolutely great, especially when illuminated by a 
single flare. The only drawback was that you didn't dare 
touch it or it would Поет like mad" 


As shooting began, Sawicki was working as an 
and David 

Hillman was working as an assistant editor for Dave Bell 
Associates, a firm who made industrial films. Chris 
Huntley and Steve Greenfield were still at USC. "The only 
seasoned fellow we had was Erie Farino, who did the 
titles and helped shoot some plates and did the mould work 
оп the monster think he may have also 
animated a large tentacle. Unfortunately Emie had to leave 
the production before it was completed to go on to a paying 
sig. He just recently won an Emmy for visual effects оп the 
TV show Children of Dune.” Sawicki's job at Title House 
‘meant he was able to use their animation camera, ап aera 
image Oxberry that doubled as optical printer and 
‘animation stand for the optical compositing, while Hillman 
was initially able to borrow a 16mm camera ftom Dave 
Bell Associates, 

1а keeping with the production's all hands to the 
pump" ethos, Sawicki made use of his early acting 
experience to essay one of the lead roles; know-it-all 
journalist Dan Flanders. He has fond memories of working 
with Keith Hurt, who played grizzled old mining expert 
Morgan: “I very much enjoyed working with Keith. 1 don't 
believe he was even a working actor outside of community 
theatre, What а creative fellow — a true natural. The scene 
where I'm interviewing him about his past and tuming his 
“coal mine" into а “diamond mine’ was completely 
improvised and written by Keith, We had rented а his 
camera equipment and were prepared to shoot several 


animation-stand cameraman for Tile Hous 


says Sawicki, 
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iale actors, who suddenly 


scenes with one of the 


couldn't show: Keith saved the day by inventing that scene 
‘on the spot, and it wound up in the picture. 
Sawicki found that lack of money sometimes stymied 


the confidence of the production: “Money is always a 


pressure, but you can't worry about it to the point of being 


frozen. We'd have discussions like, But we need a permit 


to shoot there,” and the solution was that we'd do it anyway 


and worry abou " 

away with it. You can worry yourself to a standstill 

Sawicki also feels that the production was slowed down. 
ill got 


rather too much by discussions about plot: “W 
along very well on The Strangeness, but 1 seem to recall ar 
ioo many “film school philosophical discussions. The 
biggest problem we faced was that all the principals went 


to the same film school and we were all experts on how 
make the film, Too n 

director has to be the final word in order for a production. 
smoothly. If you sign on to be the director of photog- 
raphy, be that and nothing else. If you get someone on your 


iny cooks spoil the broth. Th 


crew to be the make-up person, Jet them be the make-up 
son and don’t second guess them. If you feel that the 


director has made a bonehead decision it's your job to keep 
ourself, not argue, and accomplish his or her request 
the best of your ability. Of course ther 


when you have a disagreement. As an actor you might feel 


will be times 


that a certain request is totally out of character. I is your 
їз not productive to defend your point of view by refusing 


as an actor to make it your character and make i work 


to perform. After ай it's only a movie. 1 was proud of one 
contribution | made = our main characters were stuck in the 
lowest part of the mine with the creature and no one knew 
how to get them back to the surface. | came up with the 

the underwater explosion that blows them out to the 
sea. It was met pretty coldly at first, but no one could come 


hat would get them out of the fix 


up with a cleaner ending 
fast. I thought it played prety well 
The film credits two cinematographers: Kevin O'Brien 
4 Steve Greenfield. Sawicki explains: "Kevin O'Brien 
was associated with the Dave Bell company from whom. 


ginally borrowed camera gear. I think that deal may 
Шеп through, and with it so did Kevin, Steve 

enfield was a USC chum as well and he did most of the. 
amera work." In a film rife with shared roles, Chris 
Huntley is credited with directing addit 

Sawicki admits, "I don't recall which scenes Chris directed 
but 1 do know that he was the horror film aficionado and 

s quite excellent with that type of material, So if there 


ıl scenes: 


каз anything сте 
Huntley elaborates: "I wrote and directed the teaser 
sequence that appears before the titles. The same is true for 
he scene in which Geoff breaks down after Tony's death 
and runs through the mines after Hemmings, There was 


py or disturbing it was probably his. 


also scene where Geoff and Dan are talking about the 


possibility of running into pockets of gas. 1 think there 
were a few more but it's been a long time since I've seen 
Sawicki's character exits the film rather abruptly, with 

jump and a glitch on the soundtrack that led me to 
wonder if something has been removed: Flanders tums to 
see the creature waving its tentacles, and then there's a. 
cut to a shot of Geof, asleep in a nearby cavern. Geof? is 
woken by Flanders's scream. So i 

ssing? "No, that's how it was intended,” Sawicki says. 
The ‘less is more’ strategy again. By not seeing me ‘get 


ere a shot 


г You Go Down in the Caves Today... 


it, the audience could imagine anything, sort of like 
radio,” He pauses: “It might have been better in retrospect 
to have seen more!” 

The aftermath of Flanders's demise also requires some 


explanation, asthe British video release from VTC renders 


That's me stuck to the ceiling! 


it somewhat mystifyin 
here was a clever set-up to avoid 


Sawicki explains 

1g me to a ceiling for real. 1 was actually lying on 

oor with my arm raised о make it look like it was 
of the shot to match 


purposely composed the image upside-down to take 
ular 16mm is perforated on 


ИГ» point of view, but upside-down as well, We 


advantage of the fact that re 


both sides of the frame, If you splice the film end over end 

(bottom to top) then the im 

runs in reverse, hence any ooze that was dripped o» me 

appeared to fall from me. It's а very clever old camera trick 
or an optical 1 do remember Chris 

being a bit of a brat and purposely pourin 

dreadful methyl 

shot!” Huntley tr 

shoot that scene in our own garage (Mark, Stephen 


Fights itself and the action 


that eliminates the need 


ory... "We had plans to 


Greenfield and 1 were housemates at that time). 1 made up. 


hath к те mnsir by 


— 
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the сот starch goop, but the shooting was delayed for 
some reason, We rescheduled and shot the sequence on the 
following weekend. By the time we got around to actually 
shooting the effect, the goop had soured. I was the one to 
drop the stuff on Mark's face. I took a particularly lange 
handful of the rancid, stinking оор and dropped it right in 
his mouth. Ah, the fun of being roommates” 

One of the creepiest images in the flm is the discovery 
‘of Chris Huntley's character Ruggles, drenched in monster- 
slime and oozing white foam from his mouth. "Oh, this 
was a fun shot" Huntley recalls, “The goop was boiled 
соп starch. | was laying down on the floor of the mine set 
inside David's parents’ garage (the set stretched from inside 
to outside and then some). It was two in the moming. It 
was freezing — you can sce steam rising from me if you 
lock closely enough. Once we got all the lights and camera 
Set up and took the wide shots and reverse angles, it was 
time forthe ‘money’ shot. The effect is simple. Someone 
filed my mouth with vinegar. We rolled film, Then David 
dropped a chunk of baking soda in my mouth. I closed my 
mouth and held it as long as 1 could before the stuff 
‘erupted from my mouth. Of cours, it also went down my 
throat, up my nose, everywhere. But in the end, it was 
worth it for the shot we got. We only did it once! 

The low-level lighting of The Sirangeness is its most 
distinctive but also its most problematic feature. Sawicki 
explains the thinking behind the movie's lighting style: 
"Well, we couldn't afford lights! And we didn't want the 
fantasy cave lighting “look” of studio pictures ike Journey 
10 the Center of the Earth and The Time Machine 
trade-off, If you see the cave, 
the light source. If you hold to strict rules of motivational 
lighting you get really dark shots, We shot on l6mm ЕСО, 
which had an ASA of 25, at the time, so you pretty much 
‘only saw the flame of the flare inthe wide shots, Video 
‘only made this situation worse. We would try to make the 
image better on close-ups by holding lanterns very close to 
‘our faces and filling the screen with the lit character. If it 
was a wide shot with just flares or lanterns there wasn't 
‘enough ambient bounce to record an extensive area. One 
technique that helped was to fog up the interiors with stage 
smoke. It created a heavier atmosphere and gave the 
limited light sources something to work against, and we 
achieved more ambience and haloes. The use of smoke also 
helped the miniature sets, providing eerie shadows. 


Miniatures played a significant role in the visual 
effects. Sawicki, whose childhood fascination with clay 
‘animation stood him in good stead for this, recalls: “We 
built the miniature set in our garage then closed the door 
and ignited an ‘open ocean’ emergency smoke flare, which 
filed the garage with bright orange smoke. We held our 
breath as best we could and grabbed as many shots as 
possible before asphyxiating. Our handkerchiefs were 
stained orange for a week! 1 don't recommend this to your 
readers! Buy a respirator or something. When you're youn 
you don't think about safety, but it can come back to bite 
you years later. Our group is okay, but I've known many 
talented model-makers who are no longer with us due to 
cancers probably caused by the materials they worked with 
earlier in their careers." 


The Monster 


The Strangeness boasts a mind-boggling creature design 
part penis, рап vagina — and those with a psychoanalytical 
um of mind may wonder, bearing in mind the film's 
setting, whether castration anxiety played a рап in the 
design process, So was there а conscious attempt to work 
with such symbolism? “This is kind of embarrassing for 
me.” laughs Huntley. "Consciously, | didn't think of those 
things when I designed the monster. The earlier designs 
‘even had a large, translucent sac attached to it so that it 
looked more snail-like. Everybody else saw the 
resemblance right away, and the monster soon got the 
nickname "The Weegenay Monster after one crew. 
member's nickname for a vagina! The sac disappeared. 
because it was too difficult to make, so we were left with 
the man-eating penis/vagina monster that secretes caustic 
зоор on its victims. The reason 1 say it's kind of 
embarrassing for me is that 1 feel it is such a cliché that T 
designed it without consciously realising what I was doing. 
You see, I was closeted at that time and struggling with my 
sexuality. The only one 1 was fooling, obviously, was me. | 
Finally came out as a gay man a couple of years later. 
"Though I'm sure I wouldn't have found it funny then, 1 
find it very funny now!" 

Chris Huntley designed the monster, which Sawicki 
then sculpted and animated, “I was the monster fan — and 1 
‘ould draw — зо 1 went about designing i," Huntley says 
"The film cost about $18,000 originally, with an additional 
57,000 added later. Almost nothing of that budget went 
toward the monster effects. At the most, I'd say $1,500- 
52.000. but probably more like $500, It basically went on 
materials. Mark was working at a place where we could get 
the opticals composited for free (he did the work). We only 
had to pay for the film and development. 1 don’t remember 
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э whole lot about working on the script. What I do 
remember is that it was sporadic, David would write 
something, then I'd write some more, then we go back and 
forth some more: It was pretty haphazard. We were more 
concemed with getting the “plor” right.” "Most of the 
discussions revolved around protagonist, conflict, structure 
and all the story things we leamed from school based on 
Lajos Egri's teachings." Sawicki remembers, "We never 
dealt with anything psychological." 

Although The Strangeness trades successfully on its 
claustrophobic setting, the movie takes a while to deliver 
the dramatic goods; in other words, it's quite a while before 
we see the monster. Given that Huntley designed the 

ture, would be agree? "Certainty. I think there are 

structural problems in the story than that, but from 
an entertainment point of view it could easily benefit from 


more monster. Having litle money, we wanted to save the 
bang for the end. Unfortun 
story to hold attention long enough to ger to the end. We 


ely, there is little else in the 


were trying for a Jaws or Alien type of feeling. We just. 
didn't have the budget to have the payoff of either of those 


Post-Production, Screenings and Distribution 


The film score is quite basic, but uses some effective 
synthesizer ambience to give the mine more atmosphere. 
Again, the core team were largely responsible. "David 


wrote and performed all the music," Sawicki remembers. 
"thought it was quite nice, At that time, electronic 
synthesizers were becoming affordable. Our sound men 
were Tony Probst, who did a lot of good sound work on 
my student film Origins, and Tom Scurry. If Chris was 
credited with sound he probably worked closely with Tony 
to generate the creepy tones. Tony also did our negative 
cutting in the closet of the house that Chris, Steve, Sean 
Phillips and 1 rented. We used the swimming pool for 
some of the underwater footage, the garage for the 
miniatures and animation, and my bedroom as а looping 
stage. We covered my bedroom floor with plastic and dirt 
and used а double system projector to simultaneously 
project and record at the same time to "loop? the sound. 
"The projector was placed outdoors and projected an i 
through a window into the bedroom. The sound recorded 
at the beach was unusable due to the crashing waves. We 


looped all of that material. The projector constantly ate the 
film and the process was very slow going 

Huntley adds, “I'd spent the previous couple of years 
taking electronic music classes at USC, because it was 
easy and fun. It came in handy during our production 
because | was able to use the USC recording studio, 
David also rented a synthesizer which we both played. 
We also did lots of layering in the soundtrack to help 
with the mood. 

Initially, a film editor acquaintance had promised to 
keep up’ with the film as it came in: but when an 8,000- 
foot backlog had built up and he still had done nothing, it 
fell to Hillman to begin the task. With the aid of an 
assistant editor, he took fifteen days to synch up th 
dailies and a further thirty days to edit together a rough 
cut. When a distributor was referred to the production by 
‘mutual friend, a ten-minute “taster” was hurriedly 
assembled for his benefi. Without a completed 16mm 
print, the team were reluctant to let anyone see the rough 
footage, but to their surprise, they were swiftly offered a 

‘distribution contract. 

Whi 

ıa second g 


fore 


the first distributor was drawing up a contract, 
t in touch. By this time, Hillman had 


assembled а rather shaky 85-minute rough cut. Huntley 


was downbeat: “The film was horrible, The first reel 


should have been, and eventually was, thrown to the four 


winds. It was so boring. Additionally, the rest of the film 
lacked any transition scenes, special effect 

ending. It was far from in the can. The distributor was 
suitably unimpressed, and offered us some rather candid, 
ав well as useful, criticisms. Subsequently, we slipped 
into an unproductive two week depression. This might 
well have been the end of the film. Months of work, 
thousands of dollars, and every last drop of creative 
energy, appeared to have been spent for the making of a 
boring, predictable piece of dreck. 

Still, the first distributor had yet to see the completed 
version, There was still time to make changes. Shaken but 
resolute, the team dragged their asses back to the project 

We cut the first ten minutes of the film out entirely,” 
says Huntley, "and incorporated as many of the second 
distributor's suggestions as possible, Finally we arra 

ing for the initial distributor” It went better than 


ind the entire 
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the first: "The distributors weren't overly impressed, but 
d а welcome optimism and they even seemed 
1o enjoy it. They too made suggestions, which were 
immediately incorporated into our reshooting plans. They 
liked it enough to hand us a contract right then and there, 
Though incredibly tempted to sign immediately 
discretion won out, and it's а good thing too. We 
discussed the contract with our lawyer and managed to 
a couple of self protecting clauses to prevent us 
from financial responsibility for such things as 35mm. 
blow-up and subtitled versions. We would only have to 
supply these items after the distributors had sold 
cient territories to cover the cost 
Huntley found the legal advice they received 
absolutely invaluable, I can't overstate the importance of 
‘Although 
parties in а contract may be on the best of terms, if it isn't 


they offe 


includ 


showing everything о a lawyer,” 


in writing it isn't so. For example, unless specified, one 
party may be construed to have the authority to run up 
debts in the name of the other. This is a clause of 
‘omission. It's easy to spot something wrong that is there, 
but it takes а lawyer to spot what fxn there and should 
be. Although the omission was not intentional on the 
distributor's рап, it could hs 
advantage should disagreements arise at a later date. The 
distributors gladly agreed to the change.” One expense the 
sam did have to swallow was the provision of advertising. 
materials = pressbooks, promo reels on videotape, 
artwork, written copy, ete. — which had to produced 
pronto in time for the film to be ready for sale at Cannes, 
just a month later 

When а sale to video was clinched, that was the end of 
the process, and а less than rewarding end it was too. "AIL I 
remember was a very dark office where David, Chris and 1 
were gathered to sign a distribution contract" says Sawicki. 

Jt reminded me of the atmosphere of The Godfather, АП of 
David's money was tied up in tbe film and he needed 10 
recoup something. Chris and I were not about to stand in his 
way so we signed. It probably wasn't a great deal - 1 
remember only receiving a royalty check for 525 and 1 was 
one of the producers! But 1 only had sweat equity in the 
movie, so it didn’t much mater to me, We all received. 
experience and some great footage for a reel,” 

Huntley elaborates: "What 1 remember about the. 
video deals is that we got screwed several times by 
several low-life distributors before we got it to а semi- 
legit group. We had people selling foreign rights to The 


е been used to their 


Sirangeness who didn't even have a contract with us. If 
there was a slimy, dishonest, Hollywood shyster around, 
he'd find us. That was, by far, the worst part of making 
this film. After the initial screening of the first answer 
print, 1 pretty much dropped ош of the loop. David kept 
the film alive and is responsible for its eventual release on 
sir and on video. 

A cast and crew screening was arranged at the 
Theater on the USC campus. Sadly, it was to be the first 
and only time The Strangeness would play on the big 
screen. It never did secure cinema distribution, and 
instead, as was becoming the norm in the 1980s, went 
straight to video. Sawicki wryly recounts the only time he 
came into contact with a paying member of the audience: 

1 do remember seeing it at a local video store in the 
hands of a patron. 1 rushed up to the fellow and asked 
why he decided to rent that particular picture, and his 
response was, 


Norris 


T've seen everything else’ 


If You Go Down in the Caves Today 


Зо how would Chris Huntley describe the strengths 
and weaknesses of the film? "For the most part И was 
technically competent, especially for the cost. Decent title 
sequence. пір ood horror effects 
and explosions. Weaknesses? ls boring (a cardinal si 


for exploitation films). Most of the creative elements are 
pretty bad. The dialogue is comy. The story structure is 
non-existent, It's lucky it makes any sense at all. Much of 
the darker material does not translate to video. In film, 
the dark scenes are at least visible. Hokey acting. Need 1 


Sawicki readily concedes that the film has flaws: “I 
regret that there was little “follow through’ with the 
characters, We see the old miner take a swig of booze but 
nothing comes of that. We see the young miner make a 
pass atthe reporter's wife and nothing comes of that 
either. We had some good characters who were under- 
utilised and so the film suffers, as did many of the horror 
pics of this calibre, from too many scenes of people 
walking here to there and back again. 1 would like to 
et is one brie 


have seen some sex or titillation. АП we 
underwater wet T-shirt shot. We seemed to pull 100 many 
punches and that may have been because David relied on 
his fami 


a great deal to make the picture. They fed us, 


they let us keep a cave set in the yard for a year ete. 1 


think, in many ways, David made a nice film for his folks 
to scc, Aside from racy things, 1 do think that we could 
have seen much more of the monster. We were trying for 
the Jaws approach, because we didn't think the monster 
would hold up under close scrutiny. We certainly didn't 
want it to start looking comical, 1 think, ín retrospect, it 
might have been nice if there was a spin-off threat 
spawned by the monster that would lend excitement in an 
ancillary way: the people who get slurped by the thing 
becomi 


a zombies, or something. The only other 


weakness 1 can think of is that my character was killed 
off much too soon!” 
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Out of the Mine 


Alter The Strangeness, Hillman made one more feature 
film called Brothers of the Wilderness (1983), а ‘G-rated 
children’s adventure 

hunt, Sawicki played the lead villain; "My character was a 


about a boy and his dog on a treasure 


bit of a disgruntled nincompoop type. Needless to say 1 
very much enjoyed that part! 1 thought it played pretty 
well, and it was fun to work on. It was financed by a 
fellow who made or distributed suitcases, I believe. His 
name was George Bamber. It was all shot in Big Bear, 
California. After that, David continued making 
educational. The last film 1 worked on with him was 
Cincinnati Bones and the Temple of Health (1988). This 
‘was an anti-drug educational that David starred in and 
produced. 1 did the visual effects. It was quite well 
received in schools 
Huntley recalls his own trajectory after The 

Strangeness: “We finished The Sirangeness the summer 
after 1 graduated from USC film school. 1 promptly got a 
job waiting tables. S 
Graphic Films, a special effects house with alumni such as 
Douglas Trumbull, Ben Burtt, and John Dykstra. I spent 
two years working on an Omnimax space film called 
Tomorrow in Space (1982). It should have been called 
Tinkertoys in Space’. During my work on that, Steph 
Greenfield and 1 started our own software company called 
Screenplay Systems. We created Scriptor, a screenplay 
formatter, for which we received the 1994 Technical 
Achievement Award from the Academy of Motion Picture 
Aris and Sciences. We created Movie Magie Budge 

and Movie Magic Scheduling, which have been the 
industry-standard estimation and productio 
software since their introduction in the 1980s. We 
developed the Dramatica software, and other writing 
software as well. We're still business partners, twenty two. 
years and going. We changed our company's name to 
‘Write Brothers, Inc. in 2002, to better represent our 
product line. For me, I'd say that making the film did not 
directly help me to get other work. Bu. 

essential step in the long evolution and development of a 


ix months later landed a job at 


new theory of story, Some of our conversations during The 
Strangeness became the basis of work David and 1 later. 
did in 1990, We ended up creating a new theory of story 
called Dramatica.! We did a lor of philosophical talking 
about story structure, before, during, and after The 
Strangeness, trying to discover the basic pattems of 
characters and plot in stories. What were the essentials? 
What parts were fluff? We obviously didn't figure any of 
that out during the production of The Strangeness! In fact, 
it was the film's bad structure that got David and me 
thinking about story structure in a big way. From these 
discussions we determined that there were generally eight 
archetypal characters found in most action-adventure-type. 
stories, We also determined that they came in pairs. There 
were the protagonist-antagonis pair; the sidekick-sceptic 
pair, the 
‘nist’ pair (we created the name contagonist because we 
‘couldn't find any reference to this character; he is the 
hindering tempter, such as Darth Vader in Star Wars). This 
was a simplistic view of characters, but there seemed to be 
some fundamental truth associated with it 

Sawicki's film career leapt forward in 1984 when he 
snared a job with up-and-coming director James Cameron 
on his sci-fi adventure classic, The Terminator. “Ernie 


eason-emotion pair; and the guardian-‘contag. 
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Farino was responsible for getting me on The Terminator 
after Fantasy Two's optical man quit in the middle of the 
production,” Sawicki recalls. “I came up with a variety of 
processes forthe original Terminator vision. owe my 
jump to the big leagues to Bill Taylor ASC of Ilusion 
Arts. Bill came into my life a bit later, in 1986. After 
Terminator | worked for Celestial Mechanics with Sean 
Phillips, doing opticals for television commercials. We 
also did almost ай of the 3D feature title sequences. 
during the 3D Summer. Jaws 3-0, Friday the 13th Part 3. 
Metalstorm, they were all titles that Sean Phillips devised 
Sean, as you recall, was one of the roommates at the 


house we shot The Strangeness in, and provided the spray 
paint compressor to paint our set. He's а brilliant 3D 
specialist Sean now directs and does visual effects in 
large format venues like МАХ With Friday the 131 
Part 3,1 seem to recall that we didn't work on the film 
proper but did many last minute hurried tests to prepare 
the film for anaglyphic projection for drive-ins. You see, 
most successful 3D processes use polarized glasses and a 
silver screen that can reflect the different polarities of the 
right and left eye. Conventional screens or those found in 
need to separate the eyes through colour 


drive-in theatr 
separation, typically cyan and red filters. This 
"anaglyphíc' system can create the 3D and some sensati 
of pseudo colour. It is usually not very successful 1 
believe the studio passed on the making of special 
amaglyphic prints once they saw the tests. It was quite an 
experience though, as Paramount opened up Movielab in 

0,000 for the weekend. 
My test footage was the only film that was processed and 
printed on that weekend and 1 was able to experience 
walking through all the processing steps at the lab, | sort 
of felt like royalty!" 


Hollywood for us, at ће cost of $ 


‘Sawicki continued to pick up new knowledge of 
‘cameras and optical technology, as film industry 

techniques went into development overdrive in the 1980s 
and 1990s, “While I was at CMI (Celestial Mechanics) 1 
began to experiment w 
the original Vlahos patent to eam how to do it from the 


h blue screen, and went back to 


source, | always seemed to be the sole cameraman 
wherever | worked and therefore was self taugi 
extent. 1 had heard that Bill Taylor was one of the best 
practitioners of blue sereen in the business. He was Albert 
Whitlock’s matte cameraman. I called bim one day to ask 
about blue sereen and he invited me over to Universal to 
look over my notes and blue screen tests. He was very 
generous with information and a great help to me. 1 think 
һе must have been impressed with my self study, because 
when Universal dissolved their matte department and Bill 
formed Illusion Arts with his partner Syd Dutton, he called 
me to ask if 1 would work for him. 1 was working on rock 
videos at the time, having a lot of fun but making no 
money. When he called 1 couldn't believe it. accepted, 
and overnight | was in the feature film matte painting 
business. My first project was The Gate, which was 
supervised by Bill and Randy Cook. Randy went on to be 
опе of the principal effects artisans on The Lord of the 
Rings. Ilusion Arts was a great experience. 1 became one 

tentimage matte cameramen, The digital age 
ely, wiped out that wonderful tradition. А terrific 
book that 1 would highly recommend is The Invisible Art 
by Craig Barron. It covers the history of matte painting 

ie 1 was 


from its origins in silent cinema to the digital 


happy to see that some of the paintings 1 composited are 
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featured in the book. Alas my name is not mentioned, but 1 
feel truly blessed to have been part of such a spectacular 
arform. 1 spent ten wonderful years at Ilusion Arts, and 
then was asked by Tim McHugh of Area 51 to come on 
board as a co-supervisor for From the Earth to the Moon, 
produced by Tom Hanks. Erie Farino was the principal 
supervisor, After the Hanks project finished 1 was out 
looking for work again and discovered the down side of 
being with one company for ten years. The digital 
transition took over the industry and I discovered that my 
network of people were no more, Most of the small effects 
shops went out of business and were replaced by lange 
corporate entities like Cinesite and Sony. The schools had 
flooded the market with inexpensive digital labour and the 
normal demand for experience was replaced with whoever. 
knew the latest software version. The globalisation of the 
workforce has also had a devastating effect on Hollywood 
employment. 1 was fortunate in that my wife was an early 
adopter of digital processes ~ she went on to work for all 
he major studios around that time. Her last feature was 
Disney's Dinosaur, She all too rapidly saw the decline of 
the digital effects business into a sort of glorified 
secretarial pool. She has transitioned into teaching, and 1 
have gone back to optical camerawork. I may very well be 
the last of the optical cameramen, 1 have been at Custom 
Film Effects working on features for about five 
and spend my spare time creating fine art sculpture and 
acting on occasion. Custom Film put the optical printers 
ош to pasture in 2005 and 1 went on to be a digital 


ind on set visual effects cameraman, Before the 
printers were replaced 1 made a short film homage to the 
craft called Twilight Cameraman} Lam very fortunate to 
still be working in the field in Hollywood." 

Sawicki is upbeat about recent developments in video 
technology and their possible impact on filmmaking. “It is 
ıa fabulous time to be a filmmaker now. The technology is 
‘completely accessible. Anyone can afford to make a movie 
and not go broke. 1 recently appeared in a mini-DV 
feature, Rectuma (2004, dir: Mark Piro), that was made 
for a fraction of what The Strangeness cost, with much 
more production value. The ability for new filmmakers to 
exposure is tremendous. | acted in a film directed by 
isual effects supervisor Keven Kutchaver for the 48 Hour 
Film Festival, where the challenge is to make a film in that 
allotted time. Kevin's film, Mysterious Tales of 
Unexpected Horror, is now broadcast over the Internet, 
and will be seen at the Arc Light Theater across from the 
Cinerama Dome in Hollywood. The world is at your 
The challenge is that cinema has become the paperback 
novel of the 21st Century. It will be hard to stand out from 
the crowd." 

The Sirangeness, too, has had difficulty standing out 
from the crowd these past twenty years. Lost in the shuffle 
during the early eighties video explosion, i's never 
received much attention in the horror press, and what 
reviews there have been have scarcely looked beyond the 
film's murky lighting. But even if the film really is like a 
dusty old paperback novel, something one might pick up. 
with idle curiosity in a bookshop crammed to the ceiling 
with forgotten titles, Sawicki and Huntley show us that it's 
often incredibly rewarding to investigate the shady 
comers, away from the hand-cover ‘classics’ and the 
groaning racks of Stephen Kings. Because flaws and 
failings and all, there's still so much to leam from The 
Sirangeness, and from the men who made it happen. 


colourist 


If You Go Down in the Caves Today 


Addendum: Chris Huntley wrote these tips for filmmakers 
оп a low budget back in 1980, and they те still worth 
repeating today 


1) Make sure your script is completely locked down before 
‘you begin production. You risk shooting several scenes that 
are no longer necessary, as well as creating many diserep- 
ancies and loose ends in plotline and character develop 
ment that can never be fully corrected. 

2) Unless you are absolutely sure of someone's abilities as 
an actor, and this includes friends especially, have them 
read through scenes extensively, preferably with other 
actors who have already been cast. 

3) Never start your production without your entire budget 
in the bank. It is quite possible to run completely out of 
money midway through a film and never get it completed 
4) Never underestimate your bu 

get the project off the ground. Allow 25% of your budget 
for advertising expenses, If this is your first film you will 
likely be required to pay for all advertising materials used 


itin your enthusiasm to 
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initially by the distributor. In addition, the best planned 
Ims allow at least a 20% contingency for those 

unconsidered situations. 

5) Get yourself a lawyer, This is not a place 10 cut comers 

оп your budget. He can and most likely will save your 

neck. Insurance polices are a must, especially when you, 

as the producer, might have a personal liability. 

6) Not only should everyone have clearly delineated 

responsibilities, they should know exactly where they begin 

and end. In our ease, we couldn't get things done because 

no one had been made personally responsible for each area, 

and a job that should have been a one man responsibility 

‘was spread among three or four, 

7) Feed everyone well. People will work their hearts out 

for you if you show enough consideration to provide them 


В) Have your shooting schedule planned well in advance, 
not just for your benefit and for the renting of equipment, 


but for the benefit of all those who are giving up their fee 
time to conform to your needs. Be prepared with alternate 
scenes for every shooting day 
9) When striking deals, remember: everything is negotiable. 
Don't be afraid to suggest geting something for free. Often, 
en credit, deferred payment, or 
or discounts. 
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2 Philips was Digital Effects Supervisor on the 
Robert Zemeckis's Polar Express (2004). 
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3 Distributed by Fstighivideo com. 
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chapter 10 


Vigilante 


of 42nd Street 


Robert Endels 


Fight for Your Life (1977) 


Tete or ek enc ned iua te po 
political correctness? А tell-i-like- 

той 
by grating the liberal viewer's nerves? Any and ай of these 
1 would say, but contrary to common misconception it's not 
racist, The film has been attacked over th 
making an unacceptably indulgent windos 
villain's racial prejudice, and its true thatthe hateful Kane 
(William Sanderson) enjoys the lion's share of screen time: 


is slice of action 


Ога callous exploitation flick having a laugh 


but viewers of a suspicious nature who wish to ascribe the 
villain’ values to the filmmaker should think 
as the energetic tabloid fiction it is, Fight for Your Life isa 
bruising, nerve-ratling experience as расу and unpreten- 
tious as the blaxploitation films it resembles. The title says 
it all really, making clear the film's ultimate sympathies: 
this story of a nice suburban black family attacked by a trio 
of deranged killers charts the slow, painful accumulation of 
their rage, and their justified thirst for vengeance. 

Endelson sets up a broad, almost cartoonish conflict, 
between three lowlife hoods and a family teetering on the 
verge of sainthood. From this basis, the committed cast 
take Straw Weisman's pu 
Sanderson is the focus of the film, and although the script 
gives him the ammo, the actor's skill and guts deliver the 
killer shot. A glimmer of restraint on his part would ruin 
the film: we really need to see the worst in Kane's 
character, and Sanderson duly delivers, His en 
passion account for the nervous 


nt, demonic script into orbit 


ss with which 
has often been greeted. Here is an actor really sinking his 
‘teeth into a role, with an abandon to the imperatives of 
side better-known, more (ted 
'dark-side" explorers like Harvey Keitel and James Woods. 
The bravest performer of the film, next to Sanderson, is 
Robert Judd, playing the black middle-class pastor and 
father whose New Testament values are challenged by the 
attack on his home, his family and his masculinity. Seen 
from this angle, Fight or Your Life is the antithesis of a 
white power fantasy — it’s virtually a Black Panther 
recruitment film, delaying the righteous violence of the 
suitably named Turner family until the last possible 


character that ranks al 
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on on Fight for Your Life 


moment. The incendiary sado-masochistic tension is so 
acute it's almost pornographic. One thing 
white man watching this flm in a black area of New York 
would feel pretty nervous as he left the theatre. 
Siylistically, Fight for Your Life is no-nonsense get 
the-sory-told exploitation, Conflict is explored chiefly 
through the dialogue and acting, with the editing 
occasionally used for heightened directorial emphasis. 
There are few camera tricks to abstract what we’ 
Endelson keeps the lid on his film technique, pushing the Jessie Lee Kane (Wi 
viewer's buttons without drawing attention to himself and Chino Dane 
1s hard-nosed, professional NYC filmmaking, never Tod Tune (Rober 
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dreaming of intruding on the story with lyrical, expression- 
istic or ‘arty’ flourishes. But what Fight for Your Life may 
lack in poetry it makes up for in brass-necked nerve, Not 
only does it take the race issue by the horns; 
bulldozes another taboo area, unusual even for exploitation. 

How can 1 put this delicately... they kill the kid! 

So what's the big deal? Well, even the most cynical 
horror films tend to sidestep the murder of children. 
Honourably nihilist exceptions include Romero's Night of 
the Living Dead, Lucio Fulci's The Beyond and Michael 
Haneke's art-house horror Funny Games, but you can tell 
how rare this is by the way the hairs stand up on the back 
‘of your neck when Ling (Peter Yoshida) off the ше tyke 
(which one 1 won't say = there are two in the film...) The 
shock is even more profound because the boy is set up as 
the family's potential salvation. 

The movie's climax is deferred perhaps a shade too. 
long, but it’s a close call. When it comes it's immaculately 
handled, and when Turner humiliates Kane by taunting him 
bout the "big Black bucks" who punked him in jail, you 
‘could even argue that the script shows a glimmer of 
sympathy for Kane's wretched character The sight of the 
weaselly little monster flustered and deflated, as these 
words probe the truth, suggests how psychological 
understanding 
Instead Turner's taunts are simply a nasty and effective 
coup de gráce 

'engeance is mine,” sayeth the Lord (allegedly), but 

The seript 

privatises heavenly judgement, relentlessly berating 
Christianity as а force which keeps the good guys down: in 
‘one of the film's most joltingly aggressive sequences, the 
Pastoris beaten around the head with his own Bible (in 
footage that Endelson speeds up slightly, creating a 
‘genuinely weird, disturbing effect). 

Ап eleventh hour collusion between sympathetic cop 
and vengeful father provides a liberal-baiting last squib, 
something to argue about in the bar afterwards, proving 
that Fight for Your Life is consummate tabloid cinema; 
rabble-rousing exploitation in which a sense of social 
responsibility begins and ends in the ticket hall. If it does 
have a political conscience its essentially non-racist, right- 
libertarian, pro-gun, anti-€iberal. Like most "What would 
you do if your family was attacked?" tales, there's a 
‘zoading quality to the movie, a desire to see social 
restraints on retribution stripped away. The racial aspect of 
Fight for Your Life's ultimately less crucial — and less 
problematic — than its appeal to vengeance, with Endelson 
aligning his sympathies to such urban nightmare cure-alls 
as Death Wish, 


ould have undone the villin's authority 


Fight for Your Life is having none of 


Robert 


Endelson 
Interviewed 


"The racism exploitation movie to end them all. Calculated 
to drive inner city audiences berserk with rage for an hour 
and a half before giving whitey his comeuppance, it would 
also be suitable entertainment for a Ku Klux Klan barbecue 
— Bill Landis, Steazid Express (ооб). 


ght for Your Life, shot in 1976 by Robert Endelson, and 
released in "77 by New York distributor William 

ikin, is one of the most widely misunderstood movies of 
the era. Denied a certificate to this day in Great Britain, it's a 
perfect illustration of the way content can cast a shadow on 
the character of the filmmaker. It portrays а black family 
held hostage by vicious racist criminals, and uses dialogue as 
unflinching as the action. Perhaps it's testament to the grim 
intensity of Fight for Your Life that reviewers have 
frequently assumed racism Behind the camera. 

ts certainly something that crosses your mind when 
watching for the first time: the dialogue crystallizes racist 
contempt in such а forceful way that one initially has 
difficulty separating the speaker from the spoken. The 
situation has been exacerbated because Endelson dropped 
ош of the film industry, and has until now declined to speak 
about the movie. 

So who is Robert Endelson? When Martin Scorsese first 
went to meet David Cronenberg, having seen the 
Canadian's early films Shivers and Rabid, he admits he was 
expecting someone who looked, "like Renfield... slobbering 
for juicy flies.” If even a genius like Scorsese can assume a 
direct link between subject matter and artist, imagine how 
distorted our mere mortal impressions of Endelson have 
become over the years. 

1 first made contact with Bob in 2002, just after he was 
contacted by Blue Underground, who were about to reissue 
Fight for Your Life on DVD. He tumed down their request to 
participate on the commentary tack, but he did agree to talk 
то me for this book, which makes this the first time his views 
have been set down anywhere. found him as forthright and 
vigorous as his movie suggests, with а very firm declaration 
to make about his personal views on race. Is time to let 
Robert Endelson speak for himself, and set the recond 
straight 


A Pause for Clarification 


Robert Endelson: "The first point 1 want to make is, 1 
watched the movie this moming with a fiend of mine, a 
woman of colour, who had never seen the movie before, And 
she said to me, "This пог a racist film. This doesn’t 
promote racism, it does precisely the opposite, it shows you 
how terrible racism is. And there's racism on both sides of 
the family, when the mother says "Why do you invite that 
"White girl to the house?" He pauses, then adds, "It's а story 
about racist confrontation. It doesn't promote racism." 
There's no doubt that Endelson is sensitive to the way 
the film has been perceived. The friend to whom he referred 
is his "Family Assistant (that’s ‘maid? to English readers), 
id | had the unexpected pleasure of chatting briefly to her 
оп the phone one day. Endelson insisted, and put aside the 
receiver calling, “Dorothy! You got a moment?” Moments 
later Dorothy is on the speakerphone. | ask her what 
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бип stirred up: "No bad fel 1don't 
ink it's racist. Im gonna watch it again, because 1 liked 
it” Endelson interjects: “I was surprised. She said, "Leave it 
in this aflemoon? 

Dorothy, a cheerful woman with a no-nonsense attitude. 


in the video, 1 wanna watch it 


gave the impression she was surprised to even be asked if 
the film was offensive: if Robert Endelson is running a 
plantation їп deepest New Jer 

s to labour relations. 


he's а mensch when it 


Early Days 


Robert Allen Endelson was bor in 1947 and raised in New 
‘York City. His paternal grandfather emigrated from Russia, 
Paris, where he worked fora while as a set painter for 
the French filmmaker Georges Méliès. "He was a very 
artistic person before he came over to America, when he 
ent into the textile business," Endelson explains, "I think 
he may have worked painting the backdrop on things like 
Trip o the Moon. 
Robert himself came to the movies via photography’ 
When 1 moved from New York to Long Island, one of m 
best friends was into photography and I thought this was 
ally cool, so 1 became а still photographer during grade 
school and high school. 1 started making short movies, 
hing of any significance. The senior car wash, that sort of 
thing, surreptitiously filming the physics class anties on 
16mm. I never shot on Super- because 1 had Imm. 


‘equipment belonging to my father. An old wind-up camera. 
the sort that took cartridges, actually: Before Bolex. In 

college there was no cinema club, so decided to start one. 
All you had to do to was get twenty five names on a petition, 
so I walked around and sad, "Would you like to hı 

cinema club at the University?" And T got the names. The 
school gave me a thousand dollars, so I became a director! 
We made a couple of litle shorts, two-minute films. 1 never 
really studied film but 1 was an accomplished still photog- 
rapher. When 1 was а sophomore in college I was the 
photography editor ofthe Yearbook, which was usually a 
position reserved for a Senior. 

Endelson ей college for a sum: 
commercial company, where he was introduced о real 
filmmaking. “1 
anybody ever had!” he laughs. “I was offered а place in the 
cinematograpber's union by а very famous cameraman at 
that time called Gayne Rescher! and I tumed that down, 
because you had to apprentice for five years, and when. 
you're twenty years ol, five years is an eternity. So I said 


job at a television 


me the best production assistant that 


mo and I got a lot of experience in the television commercial 
area. This was around 1969-70, There were only so many 
things 1 could do as а production assistant in commercials. 1 


was never going to be a commercials director or cinematog- 
rapher, so | went to work for this documentary producer 
called Herman Kitchen? who has made several quite 
successful documentaries. He hired me because | had a 


pilot's licence: he flew his own plane around the country and 
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he Figured 1 would be a good co-pilot I started flying when 1 
was sixteen and had my licence by the time I was nineteen 
There was a seaplane base near our home on Long Island 
and | sed to hitchhike down, without my parents" 
permission, and ke flying lessons. Even before 1 got my 
full licence, I would land in the nearby backwater swamp 
areas in а Seaplane, pick my friends up from their Бош, Пу 
around, then land and drop them off again, because if 1 came 
back to the seaplane base with passengers they would have 
taken my student licence away. We were very near 0. 
Kennedy Airport; those were the days before all the restric- 
tions, I lived about twenty miles from Kennedy Airport and 
as long as you stayed below five hundred feet nobody 
bothered you. Today they would send a jet and shoot you 
down! The rule-book then was a quar 
and today it's two inches thick! haven't 
three years because 9/11 made everybody crazy, but 1 still 
hold my pilot's licence. 

Endelson feels that the very reason he did poorly in 
school helped him find а niche in the film industry: " had 
What they would call today attention deficit disorder - | was 
lazy, didn't do well in school, but had a talent for very 
specifie things, like building ham radios 1 liked building and 
potting things together and taking things apart I never took. 
‘my friends stuff apart though, only my father's tuf So I 
was very mechanical-minded, which made picking up the 
mechanics of cinematography easy, especially with my 
background in still photography. I became a cinematographer 
and worked on several low-budget films, some of which were 
pomo films, which most young filmmakers of my generation 
made when they were in their twenties. If you look in the 
American Film Institute catalog under ‘Francis Ford 
Coppola’, the first movie listed is called Flesh and Lace! 
When you're a hungry young filmmaker all you want is to 
run film through a camera and have somebody pay for it!” 

Today, Endelson’s memory of this fascinating period is 
frustratingly vague, but he remembers enough to make you 
wish you could hire a hypnotist: “We were given the script 
оп three threeinch by five-inch cards showing the 
beginning, middle and end, and we would have to make 
everything else up, One of them was The Student Nurses — 


‘my name isn't оп it, but it was one of ihe more successful 
‘Some of them were full hardcore, but a lot of it was fake. 
We had our own special effects, a lot of milk and sugar- 
water! And turkey-baister bulbs with litle tubes, You could 
‘only go so far with some actresses but they didn't mind the 
sugar water. The actresses would fil out these question- 
naires: you know, which orifices? Will you do animals? 
[laughs] There was a guy called Curt Russell who would 
hire you, and you did anything just to shoot film, and see the 
result and experiment, We used to shoot on hundred-foot 
‘tolls that he would buy somewhere cheap, so every minute 
you had to change the roll, you couldn't shoot anything 
longer than a minute, We used ends, anything that we could 
run through the camera that would produce an image! 1 
never saw any of them finished. 1 saw the rushes when they 
came back from the lab, just to see what the cinematography 
looked like, but then 1 had no further interest.” 


Ladies and Gentlemen: The Filthlest Show in Town! 


Working in New York's commercial underground, Endelson 
ame into contact with various phosphorescent figures in the 
shadows of the industry: "Gerry Damiano I knew. I never 
worked with him but 1 met him once at a distributor's office 
and I had someone who was a mutual friend. 1 met him at 3 
lite gathering after he had made Deep Throat Herb 
Streicher, who was “Harry Reems’, I knew very well because 
he worked on my picture Реч Show in Towns He was 
‘one of the brightest, nicest, swectest people you could 
imagine." 

Fillhiest Show in Town, shot in 1972, was Endelson's 
first feature film. As he recalls, "I said to my father, 1 
‘wanna make a movie, and he gave me $25,000 to do it, 
which was a lot of money in those days. 1 was lucky my 
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father had the money. He was a very practical man and he 
would rather invest in his son's movie than some school or 
university fee, So went out and made that movie — it was 
shot in four days, in two locations — and we showed it to 
twelve distributors, who tumed it down, because it's a pretty 
terrible movie! The thirteenth distributor was William 
Mishkin, who was a very smart man. It was originally called 
The Maiden Game, a take-off of The Daring Game, a nude 
version Mishkin was brilliant enough to retitle it Filet 
‘Show in Town, and paid for it to be blown up from 16mm to 
35mm. He knew how to promote it, and the movie made 
quite a bit of money over the next three усаг, between 
domestic and international sales. 

Pre-dating the similarly themed box-office hit The 

ve Tube by two years, Filthiest Show in Town (the 

‘onscreen title omits the definite article) is a sex oriented skit 
‘on dating shows and television commercials, featuring Harry 
Reems and ‘A-list porn star Tina Russell. When tapes of a 
sexually explicit game show, "The Maiden Game’ аге seized 
by police, the station bosses, a Jew and an Italian-American, 
find themselves prosecuted for obscenity. During the court- 


Gro 


cssc, the jury are shown clips ftum the show, featuring 
nudity, sex and obscene language. A State prosecutor seeks 
ta prove that the moral decay” of society can be laid at the 
door of shows like "The Maiden Game’, while the defence 
argues on the basis of freedom of speech. Various witnesses 
эге summoned: the prosecution calls the recent winners of 
the Family of the Year! competition, who assert that their 
once polite children have tumed bratty and unmanageable 
since exposure to the show; while а representative of a 
Women's Rights oreanisation, called to offer her views on 
the corrosive effect of pornography, announces that she buys 
piles of the stuff to prevent it falling into the hands of | 
perverts The defence calls а psychiatrist who tells the court 
ibat he real sickos are the moral majority, who damage. 
society by withholding sexual information from children and 
repressing sexuality in adults. Happily, despite the obvious. 
bias of the Judge (Marshall Anker) in favour of the 
prosecution. the jury are more interested in watching further 
clips from the show. 

Okay, it's not the most sophisticated sex comedy in the 
world. It's the sort of film in which а judge inadvertently 
uses a dildo as a gavel (in fact dildos seem to be an 
obsession here, as they feature both physically and verbally 
throughout — ook out for a brief scene with Sandra Cassell 
(Mari Collingwood in The Last House on the Lefi) handling 
эп angry, red-veined example in one of the film's numerous 
mock commercial spots). But while the constant sexual 
references become rather exhausting (the characters have 
names like “Doris Dryhole', ‘Phyllis Phallus” or ‘Peter 
Ramrod’), the underlying argument about the hypocrisy of 
censors is at times quite sharply conveyed. Given that the 
film was released in 1972 when the Deep Throat trials were 
under way and XXX cinemas were being raided by the 
police, it's admirable that the Endelson brothers should have 
gone foc ub-thumping libertarian advocacy on top o their 
softcore full-frontal orgies (even if they are “preaching to the 
perverted’). The puns are awful, the obscenities are comy 
and juvenile (I'm sure 1 would have laughed myself sick 
over this when 1 was fourteen), but the witicisms about 
religious attitudes still raise а smirk or two. You can get a 
favour of the mix from this example, in which a "Maiden 
Game’ contestant (а very fresh-faced Reems) is introduced to 
the studio audience thus: "He advocates the theory thar 
going tothe tole is unholy: and he holds he world record. 


Vigilante of 42nd Street 


{or constipation! From Rottenerotch Missouri, ИУ my 
‘pleasure to welcome — Barney Scrotum!” 

The tone of the film is consistently scornful of the 
Church: something that comes over in Fight for Your Life 
too. At one point, а Catholic priest informs the jury that, 

Watching the show is alright, as long as you hate yourself 
for it afterwards!" Well, 1 didn't hate myself, nor the 
Filmmakers, because despite the film's silliness and repetition, 
it's sill a fairly watchable time-waster if you're interested in 
the period, and the context in which it was made. 

With his first movie completed and sold о one of New 
York's foremost allyhoo distributors, Endelson made plans 
for a follow-up. “I developed another movie, that never got 
‘made, called The Vigilante of New York. It was writen by 
the now-famous Jesse Kornbluth. 1 paid Kombluth $5,000 to 
write it; the most money he ever got paid for a project, up il 
then, He was a great, intelligent, well read sophisticated 
young guy (whose education and ego got in the way of 
Jeaming anything from a pipsqueak like me). He was a 
terrible scriptwriter from the get go, | think twenty years later 
he taught scriptwriting — if you can't do it, each it! With me 
working literally over his shoulder, a script was tumed out. 
We were within a week of starting — his was around 1973, а 
year before Death Wish came out in 1974, И was like there 
‘vas something in the air. And the investor, a big wheeler- 
dealer, suddenly lost а lot of money in the commodities 
‘market, and he says, I'm sorry, 1 can't complete my 
commitment to you to make the movie; This was a big 
565,000 movie, and it was very depressing because we had 
cast it- Sylvester Stallone had come in, this was before he 
жаз cast in The Lords of Flatbush.” Recalling his encounter 
with the future star of Rambo, Endelson adopts а creditable 
Stallone inflection: “I'm gonna be one o' duh best actors 
dere ever is. know I could be one of dese vidgielandies!" 
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Fortunately, some of the effort was compensated 
financially: “After it fell through for me, we sold the script 
to Paul Williams and Ed Pressman for $15,000." Endelson 
also recalls an amusing irony in having made the sale to 
Williams: “Sometime between 1963-1967 I saw this ten- 
minute short in а theatre titled either ‘Hooked! or ‘The 
Fisherman’. Fade in: Dusk, a fisherman is surfeasting fom 
the beach — gets hungry — finds a sandwich in a bag on the 
‘beach — bites into it and а hook goes through his cheek! He 
grabs the line and is dragged down the beach into the surf 
flopping like a fish. I think it was made by Paul 

Williams..." А decade later, the script for Vigilantes of New 
York features, “a scene where the vigilantes, with an electric 
‘shark rod and reel, hook а bad guy who's eating а sandwich 
ata diner - drag him down the aisle, out the door, down the 
street to the back of the vigilantes van where they had a 
fishing chair mounted. Williams and Pressman read this and 
had to have the script. It still never got made.” 


Fight for Your Life 


With Vigilantes of New York down the tube, Endelson took a 
sidestep, and came up with the basis of Fight for Your Lie 
However, we almost never got to see а second Endelson 

film: “After Vigilantes fel through 1 sort of left the business 
and got involved with some people who were flying planes, 
like WWII bombers. 1 don't want to mention what they 
occasionally carried on these planes, but 1 had a very close 
call! You don't know what paranoia is until you've stayed 
‘one night at а friend's house that had $2,500 of marijuana 
in the garage! So I walked away from these people and 
thought, 1 need to make а film tomorrow — because this is 
crazy. Okay. what am I gonna do? I've always liked The 
Desperate Hours, | need a film with one location, 


something do-able, nothing to big. The Desperate Hours 
takes place in one house, Black films are popular, Shaft and 
Superfly: Vm gonna make a black Desperate Hours! 1 went 
to Mishkin and he loved the idea, he already knew how to 
sell it. He was just round the comer from 42nd Steet, he. 
looks at all the black films with lines outside the theatres 
and says, "Yes! There's a market for this.” 

A great idea doesn't always lead to a great script, but 
here fortune smiled in the form of a Mishkin employee 

led Straw Weisman. Endelson explains: "Straw Weisman 

worked in Mishkin's office as a fiim booker, sitting at a 
litle desk in the corner, sending prints on buses to 
Syracuse and Rochester. He was a clerk, but he'd gone to 
school to study writing and film, and he says, “Oh, 1 can 
write this film". So great, there's a fre scriptwriter! I said, 
‘Okay, this is how we're gonna do it.” 1 gave him the plot 
summary, and he typed it out and he contributed a lot. 1 
would say 85% of the dialogue is his = heavily edited, 
mind you, because he has a tendency to ramble, whereas 
Tor me everything has to lead to the next thing, to propel 
you on to the next scene, He didn't know very much about 
film structure or plot or suspense, so for ће structure 1 had 
to lead him by the hand, but when it comes to puting 
dialogue in the actors” mouths, he's brilliant.” Between. 
them, the two men forged а no-holds-barred script which 
fairly leapt out of the typewriter, Endelson's strong concept 
and structure, lus Weisman's pungent, straight-to-the-point 
dialogue, delivered an exploitation movie-script to die for: 
almost literally, as it transpired. 

Ви first the movie had to be cast, and with a script so 
aggressively confrontational it could all have gone horribly 
wrong: “In those days you put an ad in Backstage because 
all the actors were out of work. There would be lines 
outside your office, of actors waiting to audition. And that's 
how it was with Bill Sanderson, who we cast as Kane. Не 
actually wouldn't leave the office! He says 1 know 1 could 
do this character and I'm not leaving until you give me the 
part!" And 1 said, “Well, 1 got other people to talk to," so he 
went outside and sat down in the hallway for several hours 
until 1 was finished casting and then he came back in, and 
he says, "Well, whaddaya think?" And he was just so intense 
bout it 1 said, “Wel, sure, you're Kane!” He was from the 
South, he was educated, he had a law degree, he'd 
discovered acting, and here was a part with teeth, and he 
gave it hundred-fify-thousand percent." 

Endelson was on a roll. His project had attracted not 
‘only Weisman but also Sanderson; an unknown for sure, but 
а powerful new screen presence without whom the movie 
could have disappeared into C-list obscurity. No doubt 
about it, а bad actor playing Kane would have sunk the 
project. Fight for Your Life balances on a knife-edge of taste 
and morality. and in the wrong hands it would have been a 
disaster 

‘One aspect of he script that addresses black American 
identity head-on is the focus on the family's Christianity. 1 
asked Endelson if he wished to expose Christianity as а 
negative influence on black culture: "I'm not a religious. 
person, I don't believe in organised religion. I think 
organised religion is one of the worst things that's ever. 
happened to the world. In pagan times it did have йв place, 
to somewhat civilise the world and give a set of rules, but 

's been so distorted and skewed. My philosophy when it 
comes to symbolism and messages iif you want to send a 
message, send a telegram! Not in my movie! Mishkin or. 
Straw Weisman said, "Wouldn't it be cool if Kane beat the 
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Deacon with his own bible!" That's not something th 


d ever come out of my mouth; it must have been 


Miki or Sra’ ul у Oh hrs a ie Straw Weisman - Kane Creator 


re question for me is, how the hell do 1 shoot И? That was 
a technical challenge, a little room with no moving walls E for he holy days of New Ver 
vow do you shoot this and make it effective even though " > xn 


u may have to suspend your disbelief = how do you show 8 ay This bie vi S api 200 vo del t 

cone besten senseless with а bible? So instead o ^ à fall gud Ku dé REGARDE 
ping back and forth. When its run back at 24 
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he script was also influenced by Mishkin himse 
'ndelson explains, “William Mishkin would edit certain 


ings, add things. For instance he said, "We need to make т 


movies moving the film round the country, checking the box-office statements, and anal 
her dance a jig. William understood emotion and С ПО NE ME oh DANSA M EEAS VAR 
Жоп, so he would say, "We have to do this in order for os respectively. 1 Day, 9 October 1973. 

revenge to be sweet.” For instance, he wanted me to Wiliam had been in he be s, selling cardboard boxes, at east that's what was told, and eventa 
ki ink Жадра sat Gom the dar food tonl and pt ay wound up with some powerful n зше, one hy the пите of Bingo Brandt Bingo owned бе 
dio атаа а TUIS nda Rialto, which was the premier porn thc ‘Sect. Will vas а kind, gen, оп the surface, sof 
at - will not have Kane make the kid eat from the 
x! bowl. 

Mîshkin's fabled parsimony” also meant that corners 


spoken but very, very shrewd guy. And he wound up hiring his son Lewis, who was big, gregarious ам 
The business basically consisted of the wo of them, and they sat ite sides of а wall, hey had 
matching litle offices and litle lobby out front. The day 1 pot hired, 1 was asked Io sh in thee 
ld be cut where others might have shelled out precious » the lobby and И was füllen minutes before they got to me because they were having 
ash, “His wife had a hip problem and use argument Happened almost every single day, like a morning performance and an аЙ 
in the film, grandma's wheelchair was actually the and i lasted the entire three-and-a-half years 1 was there. And it was always ab 
fay dal bod ‘would be saying. "You dor know how to run this business, this all wrong.” and Will would Be 
wis this is how I do it, И works Lewis, don't break it i rs not broken? Lewis would get s0 f 


ducer's wife's wheelchair and she bad to 
hile we were shooting the scene! He was so cheap he 


n't let me rent a wheelchair! He would сай me every PM Ht eo WI ас Ме was of don Mn есас а одни, 


Are you finished withthe wh the м Practice n Sweden (1970) ALE About Sex of АШ Nations (1971) ~ these pictures оша he 
filmmaker he paid you to the penn pot in a few days on пип, a guy called Kemal Harala [Karl Hansen] who has since passed оп, made bud 
ally did pay you and send reports, which I beliew c pictures as director and cameraman, everything. They'd cost $10,000 or 512.000, and they ws 
st. His son, on the other hand, was а different story. He at ihe Rialto instantly, and each ene 1 think play for a year: For an S1 1,000 investment and a wekî ¢ 
ied Boat ioa жой, he would create something that would play for a year in Times Square; 20d Steet New Yael? Wis 
we Ба mid a om еа lf ue па muvie was аа Ox shot in Hack and white, with one cene in “cai 
ani Aia KAE о edl Sese othe color!” And the and it was even an ory! Н was ай about the i 
i Anis da E wa al му? Whoooh! И made quite а bit of money; he тобой бш 
kc designing a piece of artwork. Не had a guy who came in, and Will put his sls together, "er voe 
and trucks upstate, made а deal with a motel that had want "em and here's the ype and he die his itle caches and two o three days Шет there d һе в 


oly way to get a film like this made on this budget is t 


kidnap the cast and crew, so we brought everybody 


ran next door, made a deal with the restaurant, We ing! A gaudy, glorious scandalous ng! Wil tried to involve Lewis a producer, and Lewis produce 
everybody at the location for the whole fourteen day ent dire or four movies, none of which relly worked. He made a movie called That Man | 
Then it was three days of pickups, like the gas station (Simon Noche, 1972), and Len 72 (Кай Hanse 972) The Посока was we were ай с 
Js Te E A mesi about movies, but бе Len vara д, He наз а mr per e Wi wa 
^d one with the actors, and we paid the gas station guy Puce iL pita бон hin ini Deep Tiva cud eren 
ety bucks to let us set up the lights, and ‘knife him to E 
ath’, paid him the twenty bucks and then left! So the guy fid whatever hey could think of to make a buck. 
he gas station plays himself in the movie, but I don't 
hink he's credited because 1 never asked him his name. We On How the Distribution Баир Worked 
ard the country. The country was broken up into 5 New Y vasa 
soni was a territory. Dallas-Fort Worth was rin And he 13 Wester tas were one ey 


к slow, do you mind if we set up some lights and 
kill you?" [laughs]. We stabbed him with one of these 
ictable knives and Isai, “AS soon as you fall to the 
ind you gotta twitch." 1 think 1 mig sve shot i 


ayself because there were a lot of shots that I did, on vib-disibutors and they bucked the theatres and you would pack up your fifteen or twenty prints and ship 

nd as second camera, certain shots | k em down there by bus, they would work the prints ай at опе time, moving them around and playing ай the 

uld only get once, that 1 shot because 1 wanted it shot a lite key cities in their territory, and then when they were done cy d say, Okay we've played tbe picture 
Gili wa bo she E pl 47 and you жо тозе all your prints on thc bus to the net ero 

and you see the big piece of glass sticking out his back. 

D On the Neighbours 


Lloyd [Freidus] was an unemployed cinematographer and аена о И ре 


йе to say anything negative - let's зау, Ве didn't have, m ironically enough, of 101 Broadway. it was a mini fim distributor's haven and i the ойе, 
reat eye for composition, but he had a great eye for lighting next to the МЫ" was this woman called Bunny Atlas, а housewife from Queens with an левые 
"ars what ne d the eye for where to put voice, kind ofa big Мову girl, who somehow had the ability to айгай cash money from Detroit. Bunny's 
amera. Every angle shot was designed by п ‘movies all cost $202,000, and Jack Bravman cranked that poro out for her, in а ew day, shooting wi 
there's one shot that 1 know 1 did, when Kane dior ends. И was like the Wild West When 1 lef the Mishkins and went to work for Bunny next des ры 

‘omy job was to make her Martinis nthe rocka. “Hi, h's eleven thirty, make me a drink: 


5 the baby, comes up into the camera frame and 
ied it was empty’ I shot it because I knes 


exactly what I wanted. You asked how many setups we got 
through = well, I went through the old shooting schedule and 
1 counted. in one day, forty seven setups!” 

The first day's shooting began with the scene where two. 
boys, Floyd and Joey, black and white, perform a blood- 
brother ritual in the woods behind Floyd's house. "Joey was 
such a flat actor 1 was ready to kill myself,” shudders 
Endelson, "After that day I just said to myself, Just 


the can and don’t worry about i.” Basically, we shot outside 
at first because the prop people were propp 
‘with all the black family’s paraphernalia, the pictures of 
Bobby Kennedy and Martin Luther King 

If you've ever noticed just how swiftly and confidently 
ight for Your Life is paced, it's fascinating to hear how 
precise it all was during the shooting: “Everything was 
Virtually one take. 1 had been a film editor on documentaries 
after I'd done television commercials, so 1 knew exactly 
how I was going to put everything together, And 1 was on a 
Mishkin budget so | had no choice but to shoot virtually 
‘everyting in one take. What you got was what you got. For 
id-hrough, only 
‘one night, so there was no real rehearsal, арап from one 
‘other night where I had everybody come over to my tiny 
‘apartment and we had a few drinks and talked about what 
we were going todo.” 

‘One of the film's meaties roles is that of Ted Tumer, 


he house 


‘one night, we rented a room and did a n 


father of the household, played with great commitment by 
Bob Judd. Endelson rates his black leading man very 
highly: “I was blessed to have Bob Judd, who was a 
Broadway actor. A bottle of bourbon a d 

happy! Then he would come in front of the camera, do his 


and he was 


line, and retreat to the upstairs of the house, which we never 
showed because it's where we had the make-up and where 
everyone hung out, We called him One-Take Judd; every 
take was virtually perfect. 1 wish I could have done a 
second take when he had Chino at the mirror by the front 
door, because I wanted to see him on both sides of the 
mirror. That mirror just happened to be there and 1 used it in 
order to entrap Chino on both sides. For a while he did hit 
the mark and we see him on both sides, by the door, but it 
wasn't perfect. Any other film would have just shot it again 
о he was in the proper place but 1 didn't have the luxury 
"The black daughter [Yvonne Ross] and the white girl 
[Bonnie Martin] were the fattest. The white girl was picked 
because Mishkin needed a blonde with tits for advertising! 
That's why during the chase scene she's running with her 


that was а shot for the 
in. T don’t hold 
myself up as a cinematic artist beyond story and plot and. 


tits hanging ош, chased by Ling 
trailer! You have to make compromises. 1 me 


making something that gets under the skin of the audience 


Watching it again this moming, it reminded me just how 
much dialogue 1 had to go back and dab later. 34-inch 
video had just come out and I put the 


iim on video, and I 
would have the actors come up to my apartment one at a 
time, and | would re-record them over the second track on 
the video — it had two tacks. 1 would play the original track 
and they would talk into the microphone in order to dub: 
this is like the poorest man's dubbing studio you can 
possibly imagine! And then I would have that track 


transferred over to film (we shot in 35mm but edited а 
Témm workprint to save money). It works because I'm a 
perfectionist, 1 synched it all up afterwards by hand. The 
worst thing in low-budget film is lousy sound." 

When 1 ask Endelson to describe his own directorial 
style, be laughs: “Basically, 1 direct like Hitler! They 


actually called me that! I'm very ‘chm! = this is how it's 
going to be done!’ No discussion. I's very much the 
Hitchcockian approach, the actors are puppets, the crew are 
there to help you record it, and it's my way or the highway 
There's no time to discuss character or motivation. All that 
there is time to discuss is how to get the actors into the 


mood for a scene. There are various psychological, manipu- 
lative ways - you have to be a psychiatrist. 1 held such a 
tight rein on everything. 

location in the morning and the last to leave at night It's the 
X^ factor, either you have it or you don't. A good director 
knows how to help and inspire the actor to hit the mark that 
you're looking for, either physically or in his expression. 


1 was the first to arrive on 


When Kane is first in the living room and he steps on a 
table, 1 told him to do it. It's so intimidating. to step on 
someone else's fumiture! He crosses over and says, “Any of 
you coons wanna tie the feedbag оп?” And then puts the gun 
to the nose of the daughter, and litle Reggie is sitting there 
during this whole thing — you look at Reggie during this 
scene and he is truly terrified! His father was there, though. 
He came to the casting call, his father or his mother brought 
him. He wanted to be an actor, and he walked away fom. 
this movie, I assume, profoundly affected, because he went 
‘on to become a writer: 


e have 
tantrums: It was Chino, when it came to shooting him inthe 
balls. 1 wanted him rigged so that when the squib exploded 
in his pants — had a special guy come in and do this — 1 
had him rigged with foam rubber over the back o his legs 
and back and neck, and roped to a pulley so that we could 
pull him and explode his crotch at the same time. 1 could 
‘only do one take. And he says, “No, you do it and ГИ 
jump. And I said 
explode it and you jump at the right time, There was а big 
row but finally he submitted to having this thing rigged up 
around him, we pulled, and it worked very well. But that 
was the worst.” 


Endelson continues, “Only once did any 


‘No. It'll never work, we could never 


Endelson is in no doubt thatthe east saw the movie in a 
positive light 

that needed to be made, because it shows bow terrible 
racism i, That's why they worked for almost no money — 
Sanderson got $1,000 to do the film, and he was the highest 
paid. Grandma and some of the others probably got around 
$500 for ali of this time, plus hotel and meals. They 
certainly didn't do it for the money! They did it because 
they felt it was an important film to be made, and that's why 
they got ino it so much. They had all read the script, we 
had no revolts, no arguments on the se.” 

Throughout the remainder of 1977, Endelson worked on 
post-production. Thanks to the very tight shooting ratio, the 
movie was impossible for anyone else to recut. “Mishkin 
saw it when it was finished. There was so litle material 
there was no question of “Make this shorter, or this 


"They thought this was an important movie 


change this, change thal,’ because what you saw was what 
The cut was done fairly quickly but then I spent 
alot of time on the sound, the breaking of glass, the 


swigging from bottles, the footsteps, the running of the dog 
ive the sound real depth. | sper 
tremendous amount of time doing this. It's what brings a 


in the woods, in order to. 


film alive. Even the creaking of the floor as someone walks. 
1 collected most of my own sounds — we would punch 
water-melons and record them! | moved the editing 


was under my 
together ll 


‘equipment into my apartment. The Steenbo 
loft-bed, and I spent twelve hours a day putt 
these snippets of film and sound. 
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Public Screening and Sales 


On Writing at the Miskin 
With the movie completed, Endelson was ready for w AA th time, ту wife and ved in a basement apariment in Greenwich Village, | would get up super 


screenings. "We took it out to Newark, New Je м Залп. and take my motorcycle up to Times Square эг 


а on my IBM Selectric typewriter, wich in 
utely nuts. Bill Sanderson was there, wearin 1 was ber wrote Pelvis aka All Dressed in Rubher w 


howed it to an unsuspecting black audience, who w those days was a very 


1 would write my own su. Whe 
ik Ne Pl And 1 wrote Fight for Yon Ц 
linked down bis scat. He was afraid soxoeone mi sod The Fox ffi ding that period. 1co-wrule u thing called Feur City, which was eventually made 
up fim ther seat end ll ol We Chuck Vincent's ex-partner Howard Winters [Cecil Howard] and they change the tile 1o ак Bor: Сан 
Fly (1992). For Chuck Vincent's American Ticker (1976) I wrote te sich where there are people at he 
id people are screaming and running and pointing, and then өш ofthe 
Jews!” And ihat was my big contribution to American Tic 


audience is yelling and screaming, "Don't take that! Get up т 
i it, grab him!" and jumping out of their seats. We made a md the people pointing atthe waler Sew 
ick exit! I wasn ick around and introduce er 

self to the audience and say “Hi, I'm the director, what 


4 you think of my film?" 1 was afraid for my life! On Spicing UpSplcing Up Porno: 


Fight Life has become a must-see item for 


basis for a sex scene insert! Two people on а train, and they toc? Cut ta “OA ОБ And р 
Baltimore for a long time. John ote about it in one 


his hooks. I went to the next Cannes Film Festival and sient hag а 
met him, and he told me how much he liked the movie. Th 


Lmet this Chinese guy there called Ed Kong. He bought the On Meeting Bob Endelson amd Writing Fight for Your Life: 
movie for all of South-East Asia and paid $60.000. He kept Afi Bob and Rik had made Рем Sh 


ч їп Town, which the Mishkin distribue, Bob would do sas 
ying, Bob how much did the film cost? And 1 said, ‘I can't xt work for Will. I met Bot 


4, 1 can wrine that, 1 can definitely write hat ok it was calla Е 
he rights Taiwan, and he released it in 

Family when I wrote i| did it in a month don hink Will realised ow far we were go with he 
ng Kong where he was е was th а erent of nes baiting a the movie. When waded ii е material 


Journey East iin the editing room vas that Bob 


K the writen word very seriously 1 would write а seene, a 
dialogue | had writen almost always came right hock as had writen i 
During 1978 and 1979, while living in Los Ав RE 

Endelson worked up a project that removed from Spats cas Ae ssh aS Ка ты 


v You Life as it's 


ong wanted to do a film, based on d for tat 
all about the Japanese invasion of China and And we thought fon, this is kinda interesting: S 


gave himn the script and he sat and he kokel at 
the people in Hong Kong were refugees from | 


The story had never been told, it was before Kane. We looked a cach other. and th 


nade this movie called Rising guy. has brili 
as never shown in this country, it was only show 


Asia. We took silent footage, using several books as remi eec ace n NAE Ne UE 


istorical guides, and created а theatrical soundtrack, рш heim iie reponere 


п footsteps, tank tracks, etc. It was released in Hong Kong 
in 198081. Ed calls me and says “Bob, you have to Пу w 


ing anti-war plays on and off Broadway, tary we 
pushing the boundaries of language. The gloves were off Race was a strange topic a that time- I'm bo 


Hong Kong there are lines around the block. Everybody black, “Hey 


hem "This is why we're all here.” It see what we have о do to push ibe burton 


telling their children to sce it, and the 


Encounters of the Third Kind V made a tremendous amount 0 o a in perde Mil Ошу ез e өөк E ЧЫЛЫ ME NS 
of money, translated into Cantonese, Mandarin... The Hong Е IE 


giem ttn es Je being scene was my idea the undercanking of the camera to pell ш 
so successful that Ed and I made another movie called The 


Wonders of Life (1983), also made out of documentary 


kx. Bob should have stayed in the business, He had теш potential. Вы 
"iste, the fim industry. Will was sure this movie was poing to work, bu В, 


footage. No one in Asia at that time had seen pictures of dere your producto 


mbryos inside women’s bodies, and this was all about 
ture. t made money but it wasn't as big a hit. And then my On he Message ofthe Film: 
fis EE LS venting el be re a ta f "What sort of feeling do want a black audience to сату with them as they leave the here? "Those а 


Endelson is refering to his life post-cinema: he is no rn PAR e A e EE DA EEE ADA та 


'ery successful businessman, whose inventions — including enna ыы 


vn ou knon that ihe right 
and that's justice. yo go back to the Hola 
T think I'm too lazy to make a movie these days. Even now they fight back? That tradition of fighting back, not taking i, that's а core belief for me — if you bei 
їп ту business I don't get nto day-to-day operations А гоа TET 


use of my time is looking at the wall for an hour! There are 1o push someone before they fight back? That's the point оп which the m 


benter flossing tool — have made him far richer than William they ve bee pur brou 
Mishkin ever could. He doesn't miss his movie-making days: a kid hearing Бом it. always said, well, why di 


one or two Td like to make but 1 don't think they 


Vigilante of 


will ever realistically happen. In Rising Sun, there's this 
story about a group of five hundred Chinese defenders in 
Shanghai against the Japs, who retreat to a warehouse. They 
hold out under constant bombardment for a week. A Chinese 
‘Olympic female swimmer swam across the Yangtze river 
with a Chinese flag, under Japanese gunfire, to give a flag to 
the defenders. It flew for a week above the warehouse 
where ultimately they fought to the last man. And I believe 
she did that because there was someone in that warehouse 
she loved, and so she went against the Japanese invasion. 1 
see that as a very compressed, no-way-out, Das Boot sot of 
story. They're under siege, they know they can't win, but 
Valour dictates that they must fight to the last man." 

So how does Endelson see the film he's most notorious 
for, today? When I spoke to him, be had just re-watched the 
movie for the first time in several years... “I find Fight for 
Your Life a stomach-wrenching film to watch due to the 
intensity of the racial tension. I felt very queasy watching it 
Lknow 1 did it, but m not sure how 1 did it, because 
filmmaking is such a complex ап, the juxtaposition of the 
screenwriting. the acing, putting it all together, all the way 
through to the finest details of sound, A lot of it fell on my 
shoulders to do and find it amazing that 1 had the energy? 


Endelson addresses any suggestion of racial prejudice with 
aplomb, and a genuine desire to make himself understood 
("Nan Peebles was one of my favourite directors when I was 
young,” he says, adding with a low-budget director's genuine 
admiration, "On Sweet Sueethackk Baadasssss Song, when 
he needed fire tracks for а scene they just pulled the fire 
slam") However he's fr from your standard liberal torch- 
bearer. Conversations about political matters are fraught with 
post-9/11 anger and suspicion, bordering at times on paranoia. 
Says Endelson, "My feeling on gun control is, think how 
much money we would save if every airline passenger was 


required to carry a gun, instead of the government spending 
hundreds of billions of dollars trying to keep them off planes. 
There would never be a hijacking again if everybody was 
armed!” He pauses, perhaps sensing my alarm at the image of 
а Boeing-747 packed with gun-toting Americans, then laughs: 
“You can say I have an extreme view on the subject” 
Echoing Woody Allen's character in his 2003 movie Anything 
Else, he continues: “I'm pro-gun ownership and 1 would 
fight for my right to maintain and have a gun, which I do. It's 
for home security, and in the back of my mind it's for the day 
the world goes crazy. After 9/11 1 was telling people you have 
tobe very careful coming to my house because the front fain 
has land-mineson it! 1 see an accelerating breakdown in 
values, promoted by the media. There's really a terrible 
breakdown of morality, things are being tumed topsy-turvy 
One of the most popular magazines is called Seff you see all 
the women reading it on the beach. We're tuming into а me 
meme fuck-you society, and it really distresses me. Children 
don't come о se their parents or grandparents any more. 1 
don't know what it's like in England, but we used to go to 
grandma's bouse. Now the parents have to go see the children 
and then the children wanna pick the restaurant! When | was 
growing up they said, ‘We're going out to ca and if T didn't 
‘wanna go there my father would say, "You can stay home and 
ош a mustard sandwich for all 1 care!" think the media is 
storing the world. 1 have two daughters, I don't know what 
they watch, I'm more worried about what they smoke!” He 
laughs, adding: "They don't, but then I'm very blessed." 


Io the right-libertarian tradition, Endelson is thankfully 
mot the sort of guy who thinks the problems of the world 
would be solved by sweeping ce 

the media scrum can be: “I'm strongly opposed to gaggin 
people, no matter what they have to say, because he more 
radical they are the more stupid they sound.” And he's not 
swayed by the political influence of his own racial 
bockground: "I'm Jewish, but 1 won't contribute to any 
Jewish causes." A pro-gun anti-Zionist Jewish right-winger 
who believes to the utmost in бее speech, Endelson is his 
‘own man; but then, after watching Fight for Your Life 
should we expect anything less? 


1. Rescher shot Elia Kazan's A Face in the Crowd in 1987 and Star 
Tis H The Wrath of Khan in 1982, but worked mainly in television. 


sorship: по matter how bad 


2 Herman Kitchen ran a documentary production company in the 
carly seventies wih George S. Amel, call Unit | Productions 
Inc. specialising in industrial i, He also worked on a Canadian 
TV documentary series called Akuan Ие There, directing 
iles such as ИШ; By Ai 

З те credited cinematographer on Stephanie Rothman’s 1970 
Corman production The Student Nurses = probably not the fiim to 
which Endelson refers — is Stevan Lamer, опе of the three who shot 
Terrence Macks Baan 


4 Biled s Peter Straight 


5 Adis Endelson, 


made my бох TV commercial ‘Cliffhanger 
about 1970-71. Who would pay an inexperienced kid to make a 
commercial that would actually be air? Well the ide vas an anti- 
Smoking spot (which would afore) pitched to a room of smokers 
A the American Heart Association. Couple driving in car man lights 
iare, coughs, drops cigarette into lap, struggles with ені, 
syerves off road, over cliff. Smoking car on its back with tires stil 

pan down to cigarette im foreground, smoking. Title: 


Ask your Heart 


"Cigarettes kill in many diferent ways." Tile: 
Association Seemed like а good idea, they paid fort, but would not 
show li when they saw it sid "Fuck t, T going to make a etre! 
% The Dating Game, the ABC TV show that provided the 
blueprint for the UK's Blind Date, ran from 1965 to 1986, 


For more on Mishkin thriftiness, rend The Ghastly One: The 
Sex-Gore Netherworld of Andy Milligan, by Jimmy McDonough. 
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chapter 11 


The Living Dead 
at the All-Night Mall 


Willard Huyck & Gloria Katz on the making of Messiah of 


Messiah of Evil (1973) 


Messiah of Evil was my view of the San Fernando 
valley... That bleak high street? If you walk through San 
Fernando valley at night, that’s what you sav.” 

Willard Hick 


A pret 


tious horror cheapie which wastes its atmospheric 
camerawork in telling a badly plotted story about cannibal- 
stie zombies. [...] Scott Conrad's editing includes too 
many shots of clouds.” — Variety 


A strangely surreal movie, shot through with the pret 

sions one might expect from fresh film school graduates 
| but rich in narrative convolutions and peculiar 

atmospherics." — Kim Newman, Nightmare Movies 


rue horror fanatics love to ferret out morbid treasures 
from the undergrowth of low-budget production, but 
the 


sometimes you wonder if you're beginning to pref 
taste of junk to the occasional rifle. Fortunately 


lected marvel like Messiah of Evil vindicates your 
persistence. Stephen King writes eloquently about the 


ror fan's taste for ‘prospecting’ in his non-fiction book 
Danse Macabre, citing David Schmoeller's Tourist Trap as 
an example of why we should continue to sift the genre for 
gems. If you're asking me to illustrate the point of it all, 1 
‘would choose George Barry's Death Bed: The Bed That 
Eats, Daniel DiSomma’s Victims, and Willard Huyck's 
Messiah of Evil. The later is hardly the most obscure film 
in this book, but it has never really enjoyed the acclaim it 
deserves; а shame, as were it not for a tiresome theme 
song imposed on the material by the producers, and an 
unnecessary voice-over, 1 would place it alongside John 
Hancock's Lets Scare Jessica To Death as one of the most 
unfairly neglected horror films of the 1970s. 

Arlety (Marianna Hill), a young woman who has 
recently lost touch with her artist father Joseph Lang 
(Royal Dano), sets out to visit him at his studio in a small 
town called Point Dune, on the California coast. Just 


The Li 


ing Dead at the All-Night Mall 


» contributions from editor Morgan Fisher and designer Joan Mocine 


outside town she speaks to an all-night gara 
who seems spooked for no apparent reason. Не urges her 
to tum back. Continuing to Point Dune, Aretty can find 
по trace of her father, though his studio-cum-home has 
clearly been lived in recently. She reads his rambling 
diary entries but leams little of any use, and so drives 
into town to investigate. The snooty owner ofa local art 
gallery (Morgan Fisher) directs her to a motel, where 
Thom (Michael Greer) a playboy adventurer interese 
her father's paintings, is saying with his two female 
companions, Laura (Anitra Ford) and Toni (Joy Bang). 
АНепу finds Thom tape-recording an interview with 
Charlie (Elijah Cook Jr), an old vagrant who describes a 
sinister local legend concerning “the blood moon 
Leaving the motel, Arletty is accosted by Charlie, who 
‘grows agitated and tells her that she must burn — not bury 
= her father. The following day, back at her father's 
studio, Апепу awakens to find Thom, Laura and Toni 
settling in, Thom explains they've been thrown out of the 
‘motel and mentions that Charlie has been murdered. 
Arletty succumbs, through fear and loneliness, to Thom's 
sexual advances, a development that causes first Laura 
then Toni to leave and head off into town: a decision they 
both come to regret. Laura discovers the town’s terrible 
secret in а late-night supermarket, while for Toni a trip to 
the cinema becomes a nightmare. The next day, Adetty is 
called to the beach and is told her father has been found 
dead, crushed beneath a sculpture he was building: 
Arletty tells Thom the body was not her father's. 
Meanwhile she is beginning to show symptoms of a 
strange sickness afflicting the townspeople. At last her 
father retums home, warning his daughter of danger — 
then he attacks her. Adenty stabs him and, remembering 
Charlie's words, sets him on fire. Thom witnesses 
horrific scenes during a night-time walk through to 
and retums for Анецу; but there can be no sanctuary for 
either of them. 

Messiah of Evil is a very strange, very innovative spin 
on the zombie film. Like Robert Voskanian's The Child 
and the aforementioned Lers Scare Jessica To Death, it 
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achieves much in an over-subseribed subgenre by setting 
‘out in an altogether different direction, before taking a 
metaphorical tum through the cemetery. 

Now, for purists out there I have to qualify this 
statement: these are not the classi flesh-eating ghoul- 
spawn of Romero's Night of the Living Dead. Messiah of 
Evil was made soon enough after that seminal classic not 
to have the weight of formula on its shoulders. Huyek and 
Katz take the blank, hollow-eyed silence of the Romero. 
zombies, and their taste for flesh (in this case both dead. 
animal and living human), but instead of repeating. 
Romero's explanations they dispense with them, leaving 
the ontological status ofthese beings largely unspecified 
Are they really “dead people’, as one release title 
suggests? Or are they under some sort of mesmeric 
influence, mindless acolytes of the mysterious "dark 
stranger” referred to in Lang's rambling diaries? When 
Thom witnesses attacks against the police, it seems that 
bullets have no effect on the advancing hordes. But their 
actions seem less random than the brain-dead shambling 
we usually associate with zombies. The story also 
mentions disease — the signs of which are a numbness of 
the extremities and trickles of blood from eyes and ears, 
mot unlike the signs of "Rouge's Malady" in David 
Cronenberg's Crimes of the Future (1970), or, the slowly 
encroaching signs of death in Dan O'Bannon's The Return 
of the Living Dead (1985). Ate the numb yet murderous 
townspeople simply infected with a malignant virus? 

So these are not your typical zombies. Their behaviour 
is governed by Huyck and Katz's desire to populate a 
particularly nightmarish vision of sterile Californian 
‘consumerism with symbols of soulless humanity. In this 
it's actually a forerunner of Romero's Dawn of the Dead: 
‘one scene in particular, in which Laura discovers a pack of 
dishevelled-looking ‘shoppers’ gathered round a 
supermarket freezer unit munching cuts of raw meat, is 
both a pure nightmare image and a symbol of slavery-to- 
consumption as effective as any in Dawn, 

The other standout scene is Tons trip to the cinema, a 
paranoid nightmare that Alfred Hitehcock would surely 
have loved (especially since it quotes a standout scene 
from The Birds). Like much of the film, it achieves an 
oscillation between the mundane and the macabre that 
writers of American dark fantasy like Dennis Etchison and 
Peter Straub would go on to explore in literature. Messiah 
accomplishes this under considerable negative pressure: 
for instance, Huyck never had the chance to finalize 
which film the zombies are "watching" in the cinema — it 
жав added by the producers after he and Katz were ousted 
from the project. In the film as released, a cinema sign 
announces "Kiss Tomorrow Goodbye’, although what we 
actually see is a confusing montage of Wild West clips 
culled from Bernard (4 Name for Evil) Girard 's Gone with 
‘the West, a troubled production starring Sammy Davis Jr. 
that languished unfinished for several years. Gone with 
‘the West was owned at the time by International Cinefilm, 
who were responsible for finishing Messiah without 
consulting Huyck and Katz (presumably they wanted to 
get at least some use from the Girard footage). The whole 
disorienting mess is cut ош of sequence, and scored to 
musie more typical of a blaxploitation B-movie: the result 
is a garbled, senseless entertainment which the slowly 
gathering audience of “dead people’ stare at with dull-eyed 
disinterest. Yet despite the odds, someone, somewhere, 
chose well — while the scene may lack Huyck's 


‘brushstrokes, it conveys a frantic, affectless confusion that 
feels entirely right. If you remade Messiah today, some 
randomly edited Michael Bay footage would no doubt do 
the trick. 

Overall, this ап accomplished movie in which style 
and theme dovetail beautifully. The way in which the 
cinematography and ап direction align the puzzled, 
increasingly spooked Arlety with the looming, alienated 
figures in her father’s paintings i especially striking. Her 
father's home seems actually bui from art, of a chill 
forbidding variety: the rooms have become giant 
canvases, with wall-paintings depicting stylised, near- 
‘characterless figures staring blankly from collisions of 
geometric planes and disappearing perspectives. The effect 
is of the ominous dark-coated men of René Magritte" 
paintings invading the post-Yellow Submarine psychedelic 
poster art of the late sixties. Arletty is almost lost in her 
father's graphic domain — which could perhaps be seen as 
a reproach to artistic parents who neglect the more 
essential creation of their children 

"With its heavy emphasis on design, Messiah of Evil 
reminds me of the extravagant Italian horrors of Dario 
Argento, The use of painting to destabilise the film frame 
is particularly clever and shows the hand of a director. 
unafraid to play with the medium, in a way that's rare for 
the more pragmatic, commercial American horror film. 
‘And there's a scene where Arlety's father covers his face 
‘with handfuls of blue pain before screaming and attacking 
his daughter that wouldn't be out of place in Argento's 
(much later) film The Stendhal Syndrome. 

By the time the zombie" secret is out, the viewer has 
already been rattled by the film's paranoid perceptions. 
Brittle mundanity seems to vibrate with a danger that may 
be imaginary, or all-too real. Huyck turns the late-night 
car parks and shopping malls of the San Fernando valley 
imo a hyper-teal nightmare, where horror lurks in multiple 
window displays, endless store fronts, row upon row of 
parked cars. He captures a sense of unease that you. 
sometimes get in our mechanised society when the fever 
of daily traffic is subdued by nightfall. If you've ever 
hitch-hiked and found yourself stuck for hours beside 
motorway slip roads near industrial estates, with their 
giant arc-lit loading bays, you'll have some idea of the 
picture I'm trying to draw — inhuman, hostile places, 
emerging after dark from behind the facade of banality 
The lighting by Gloria's brother Stephen Katz (a talented 
cinematographer later responsible for Gods and Monsters) 
brings that hard-edged frigidaire ambience in from the 
periphery and onto the city streets, turning unremarkable 
shopping areas into glittering consumerist cemeteries. "If 
the cites of the world were destroyed tomorrow. they 
would all be rebuilt то look like Point Dune.” says (Royal 
Dano's) voice-over. “Entirely normal. Quiet. Silent though 
Because of the shared horror. 1 know, it hiding now 
‘beneath the stuccoed skin," 

Another indication that the filmmakers are aiming 
high isthe constant attention given to sound. Once you 
get past the excruciatingly histrionic title song ("Hold On 
to Love” sung by minor folk artist Raun MacKinnon), 
Hoyck treats sound-mixing as another field of creativity 
instead of a simple matter of matching Foley and 
dialogue. The pulse of the sea maintains a constant level 
‘of unease, over which an effective, if at times rather 
sirident electronic score adds an array of ring modulated 
‘eMorations.(Phillan Bishop's weirdy electronics ean also 
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be heard or 2 and The S 


x, it's this skill in orche 


ee review section), How 


trating sound ion that makes Arletty's voice-over 


o regrettable. It would be a service if her 
intrusive intemal monologues were erased one day, like 
he unnecessary Marlowis 
Ford's Deckard in ВІ 


once given to Harrison 
fe Runner. On the other hand, the 
ng to mind the books of Н.Р. Lovecraft (whose 
agonists frequently left their disturbed ramblings in 


diaries for others to find), fostering the idea that this is 


ally a Lovecraftian horror film filtered through 
ontemporary fears about loss of identity 
Juxtaposed with the conformity of the ghoulis 
mspeople is the central character of Thom. He's a 
dandy and a dropout, probabi 


a rich kid burning 


amtasi while waiting for his 
parents lo lea 


п and freedo 
him the estate. In keeping with the times, 
а third, However, 
modem’ bedroom 
ith the cynical Ме 


ached to the depiction o 
arrangement: I'd suggest a рагай 
point of Lucio Fule's thrillers 


ther. We are clearly dealing with the fallout of the sixtic 
tigated but pe 
and the dilttantish, emotionally manipulative Thom. 

the feeling that 


a the brattish Toni, the s ive Laura. 


There ame kind of socio-cultural bomb 
s dropped, but instead of liberation and revolution, а 
on ine fatalis has descended: perhaps th 
rue fall-out of the nuclear age. A languid quality soak: 
astal setting and the 
hort of preten- 
sured performances 


ma, echoing th 
f the waves. It's 
mploying m. 


ness Гарри a shade 

ius in this respect: 

ind dreamlik Huyck manages by the skin of h 
g into idle portentousne 

m reminded very strongly of the mood of Peter Fonda’ 

sed in 1973, in which hip 


ness was counterpointed by reckles 


Transfer, also rel 
decisiv science 

There are loose ends and confusing issues still 
oresolved at the end. How is the blood affliction passed 
п? What is the nature of the seashore ritual? Who is the 
ark figure seen amassing his mindless followers? 
Doubtless much of the confusion stems from the 
happily truncated involvement of Huyek and Katz. Still, 

f Evil h 

s. The them 
lowed up at the bodily leve, 
nto her 


ome unforgettable, truly disturbing 
‘of social alienation is creepily 
Arlety sticks a ne 
# and burns her hand on a gas stove, yet feel 
her repellent scene she vomits beetles 
ıd a small lizard into the sink. Bernie Robinson, 
pops up in tw 


Unlike 


own to guarantee sleepless nights in the nervous 


Peter Medak's The Char 


ork af people with an appreciation 


s intriguing when someone not gene 


their work in the horror field “has a go" at scaring u 


Kubrick set the benchmark with The Shining: Huyci 


Katz, who wrote this as a time-out from the screenplay for 


pand a genre's horizons. Messiah of Evil has “frst film 


lp but fantasize what would have happened if it had 
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Morgan Fisher on Messiah of Evil 
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the main test of this chapter without everbalancin the piece sway fo 
they're equally fascinating in their own right, so they are presented in (more or 
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Willard Huyek = 


& Gloria Katz 
Interviewed 


nternationally 


Wits Hayek and Gloria Katz are the 
snowned writers of American Graffiti (1973), a 
bittersweet tale of small-town American life in the carly 

sixties, described by the US critic Roger Ebert as, “not 

nly a great movie but a brilliant piece of historical 

fiction.” It won many more such plaudits, did spectacular 
box-office business, and Launched the commercial carcer 
of its director, George Lucas. When Lucas later ran into 
difficulties writing a sci-fi flick called Star Wars (1977) 
Huyek performed what has to be one of the most wisely 
accepted "uncredited rewrites" in cinema history, inject 


more humour into the script and earning himself points on 
the most lucrative and influential film of the century. In 
the 7805, Huyek and Katz wrote Indiana Jones and the 
Temple of Doom (1984) for Lucas and director Steven 
Spielberg. The film was criticized at the time for being too 
bloodthirsty, although it's not a complaint you'll hear fron 
many children. Once again, the writers helped to create a 
massive commercial smash. However, trouble was waiting 
їп the wings: after a poorly-received comedy called Best 
Defense (1984), which the couple wrote and Huyck 
directed, their Working partnership with Lucas finally hit 
the rocks with Howard the Duck (1986), a resounding 

fop. Critics ritualistically mutilated Huyck and Katz, 
plucking out their hearts and lowering them into a poo! of 
‘molten lava — metaphorically speaking, of course, Howard 
the Duck later received a Razzie" for Worst Film of the 
Decade, putting it in the illustrious company of Car? Stop 
the Music and Showgirls, which must be some consolation, 
but the füliguline 
overcome, and since 1994's Radioland Murders, the 

ve been absent 


fallout that followed proved hard to 


names of Willard Huyck and Gloria Katz h 


from the screen, 
But there is one more film of which they can be proud. 
At the back of the cupboard, so о speak, almost hidde 
behind the couple's extraordinary A-list adventures, there 
lies а strange, rarely-screened low-budget horror film, 
Messiah of Evil, made right at the outset of their careers. I 
was initially writen to be sold to another director, but when 
deals fell through Huyck and Katz decided to direct it 
themselves. At the time, Messiah of Evil did them few 
favours in the industry, but over the years а few ate 
critics and fans, attuned to the film's icy mood, have 
championed it as опе of the most unsettling of the 1970s. 


The Team 


"We both grew up in Los Angeles.” Huyck begins. "I grew 
ир in the San Femando valley. When I was a kid we used to 
play out in the ranches out there in the West Valley, the 
‘Warmer Brothers ranch where they shot movies, So 1 was 


interested from then. And then 1 was interested in journal 


ism and went to USC, ostensibly as a journalism major, and 


then didn't tell my parents and switched over to film. In 


those days being a 
by the 
bea major. Now it’s incredibly dificult. It was there 1 met 


Im major was easy, 1 mean you walked 


jim department and they asked you if you wanted to 


George Lucas. We were in the same class. 
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“There were very few people in the film department, 
1 was a history graduate student and was 
amounts of work. This friend of 
mine just always seemed to be having such a good time 
movies all the time, and 1 asked 
1 wanted to do whatever he 


recalls Katz 
overloaded with amaz 


because he went to se 


him what was he majoring in 
was doing!” 

Huyek and Katz have been together as a couple, and as 
creative collaborators, for forty years. They first met in 1966, 
thanks to a shared interest in the work of Roger Corman: "A 
mutual friend said that Corman, who was of course а god at 
that time, was going to be showing а first cut of The Wild 
Angels at UCLA,” Huyck remembers, "so 1 drove to UCLA 
and he introduced me to Gloria. | sat next to her and she had 
just come back from Europe and was wearing the first 
miniskirt had ever seen. It was gr 
went downtown. In L.A. in those days they used о show 
thee films for a dollar at those beautiful Art Deco theatres, 
like the Mayan Theatre downtown. We went to see this 
‘weird double bill Río Bravo and Chelsea Girls!” 

Huyck’s social life was steeped in film, and it was 
only a matter of time before he began making as well as 

together with his old room- 
mate at college, Cuntis Hanson (who also went on to make 


watching movies. He firs 


movies, including the consummate neo-noir 4. 
Confidential) and made an hour-long film, in “Straight 
format: "Our parents financed it and they had to pay to see. 


it" he laughs, “It was a very odd experimental film: it had 
war things and a thirties gun chase and car chases, We 


both had thirties cars so we used our cars prominently and 


had a who 


gangster movie section, 1 spent my junior 
year abroad in Paris and w 
day. When 1 

Cinema magazine, which his uncle ran. Someone called to 


tto the cinematheques every 


хо back to Los Angeles, Curtis was editing 


say they needed a reader at AIP studios. So 1 became {AIP 
producer] Larry Gordon’s reader. That involved looking 
over scripts and writing synopses. Gloria was editing at 
the time and she would help me write the synopses. 1 told 
Larry that | could write as well as the people he was 
hiring, So he said, well, there was a film that needed more 
work. I had gone to school with John Milius, so 1 said 

it. So our first screen credit was 


John and 1 could rewri 
‘something called The Devil 8 (1969). And then Gloria 
was writing a script with her friend and the friend bailed 


ош on her, so she and 1 finished that script and just kept 
the collaboration going. 

Katz meanwhile had made a splash at UCLA with a 
stop-motion movie сайей А Day with Barbie and Ken. 


was an exploration of the sex lives of the iconic Barbie 
dolls” she laughs, "That sort of made my career at UCLA 
film school, It enabled me to go forward in all these 
m like a big thing until 
you realise that Paul Schrader was also parallel to me in 
Adds 


various projects; which doesn't se 


‘class, flunked out and wasn't allowed to continu. 
Hayck: "Paul was seen in the halls crying and trying to 
people to sign a petition so he could get hack into film 
school.” Remarks Katz, “UCLA had more taste than the. 
rest of the world.” Another of Katz's student films was a 


split screen "happening" called The Bride Stripped Bare By 


Her Suitors: “1 got into а lot of trouble with that a UCLA 


s nudity and so it was heavily censored 


'cos there w 
Katz's friend Joan Mocine, who would later work on 
the art design of Messiah of Evil, remembers, "Gloria and | 
and another woman shared a house near campus. Gloria 
hadn't gotten interested in film yet. She was taking lots of 


Nightmare U! 


rent classes and floundering a bit. 1 was an ап major 
and so was our other roommate. I really started painting а 
Xin my last year. I moved up to Berkeley with my 

boyfriend, Arthur, and Gloria stayed in L.A, and went to 
im school, We stayed in touch. Arthur and 1 moved back 
and forth from Berkeley three times from 1965 to 1977.1 
w Gloria's Barbie and Ken short and another one with an 


orange moving around, but it's hazy after all these yc 
n 


1n 19% now a regular scrip-reader at AIP fo 
nself involved in reworking a film that was to beco 
horror landmark: Michael Reeves 's Wirchfinde 
neral (1968). “AIP had all the Edgar Allan Poe story 
itles that they would just put on, you know, any film. 
This one came out as The € 
$ when 1 was worki 
«rites on it. I remember 1 did 
fe laughs: “But there's a very funny story. While 1 was 
here 1 worked my way up from reader to Larry Gordon, 
ho later became 
етшу Fox, to his from an 
gent at William Mo Elder, who had written 
Tot of the Hammer Horror films, was in Los Angeles 
Vd looking for work. So 1 of course got John Elder's 
sits together for Larry, and John came in and he was a 
jung guy and, y'know, I spent a lot of time talkin 
im; “God it must be wonderful working for Hamm: 
and so forth, him having done all these films. And he said 
We had him write а treatment for The Conquer 
and I was the first one to read it. Larry called and 
id “Did you read the treatment over the weekend?" 1 
sid ‘Yeah, It was awful. I's just terrible.’ Larry sa 
The guy can't be that bad - just look at his credits." So 1 
gave it to him and he said, 
rible.” Then we 


w're right. It's just 
а call Larry says, “You won't 

ieve this. I just got a call from Fred Gwynne, the guy 
m The Muns Fred Gwynne had some 
of weird relatio hn Elder - irs 
fornia - and the т something and h 
ted on him. What had happen 


the name Hammer put on ай their horror films. It's 


s that John Elder 


прапу name. So what we found out was that this g 
4 maybe done one little thing at Hammer and had not 
any of these films that he gave as his credits. So 

said, "He's coming in today and you've got to sit 

ab him while 1 talk to the lawyer.” So 1 sat with this 
who was pretending to be John Elder, who was 

setting nervous, I asked him more questions like “What 
as it like on the set of.” Eventually he was called 

airs, and Sam Атой, who was the head of AIP, told. 

they were going to sue him unless he gave all 

псу back. But he didn’ 

For “John Elder" the game was up, but Huyek also 


«d to bring in real talent, encouraging his bosses to take 

n Mocine, as she explains: “Willard got me a job at 

P. reading seripts. This was in addition to a full ime job 

‘aching elementary school, | was working about fifty hours 

ay. Га pick up the scripts on my way home from school, 
nd synopsize at night, teach and then drop them o 


Whew! Later AIP gave me the job of looking for movie 


but it was very unrewarding because they alw 


А “This is a good script, but it's better suited 
They used to say that ай the time 


ne Living Dead at the All-Night Mall 


ov did you and Billy Weber collaborate on the im? Were there scenes that you worked 
independently of Weber? 


There are wo voice-overs nthe flm 

sf ese voiceovers were they posed Шит or were the part of the origi 

What differences eun Willard were trying to make andthe ene 
There a cene in the Пиш, Set а а movi theatre, where one of the female leads (played by Joy Bam 
Watches а m, unaware that he theatre gradually Fling up with dozens of the "undead". Onscreen there 
‘montage of shots taken from a cheap western called Gone with the Hes Willard and Gloria mentioned that 


Messianic Conception 


“We wrote Messiah of Evil for six weeks in 1971, not 
long before we shot the movie," Huyck begins. "We had 
just finished working on the treatment for American 
Graffiti. Our young agent had quit being an agent to 
become a movie mogul and said he could raise $100,000. 
for us to make our first movie. A group of private 
investors in Texas had been convinced to put up money 
for a “commercial” genre movie - and they decided th 

all just loved horror films. It wasn't like we had to 
satisfy a studio or anything, we just finished the script 
and showed them and they said, “Yeah, it seems like a 
horror film. 

Two companies are credited for production on. 
Messiah of Evit: International Cine Film Corp. and V/M 
Productions. "I have no idea who those people аге says 
Huyck. "The Texas investors actually made another film 
called Summer Run, а film by Leon Capetanos, and they 
raised the money for that too, They ended up making his 
film, which was about teenagers in Europe, and our film, 


before they’ went out of business." The film was 
supposed to have been budgeted at $100,000 but only 
We later 
mvestors had skimmed 
houses. So, we 


$85.000 ever showed up: Huyck explains, 
earned that the “finders” of the 
$15,000 of the money to re-roof th 
tried to make the film for $85,000, 
Messiah of Evil takes place in a modern-day 
California setting of strip-lit superstores and modernist 
chitecture, but it achieves something quite unexpected 
given such a setting, as it radiates the chill influence of 
Rhode Island horror specialist Н.Р. Lovecraft "Curtis. 
Hanson and 1 used to spend а lot of time in second-hand 
book stores in L.A." Huyck recalls, "There was this 
reat place called Acres Books on Long Beach. We came 
across a lot of horror books and Lovecraft was somebody 
you read if you were into that area." Gloria Katz also 
enjoyed Lovecrat’s tales: “If you're at all familiar with 


the genre, it's like reading Edgar Allan Poe,” she says. 
"He gives you that sense of doom and perversity.” With 
Curis Hanson fresh from scripting AIP's own Lovecraft 
adaptation The Dunwich Horror, there was clearly a 
АЙТ of Cthulhu in the bre y though, 
while The Dunwich Horror is based on an actual 


Lovec 
material and misses the Lovecraftian essence by a mile, 
Huyek and Katz, on the other hand, were not adapting 
Lovecraft directly. but they nonetheless forged a script 
with sympathetic resonance to ‘the Master of Cosmic 
Dread’ 

There still remained the question of what to call the 
film. Huyek recalls, inally planned for the 
film to be called Blood Virgin, but we couldn't get actors 
to audition because they considered the title ‘cheesy’, So 
we came up with what we thought was a much classic 
title — The Second Coming. But actors still wouldn't 
audition, thinking it was а porno film 


fi tale, it deviates wildly from the source 


Designing Dead People 


Filming took place in the summer of 1971, mostly in 
Echo Park and other cheap areas of Los Angeles, Among 
the first aspects of the film to require atte 

murals and paintings which adorned the central interior 
location of the film, the house-cum-studio belonging to 


Arlety's father. “The paintings in the film were done by 
Joan Mocine,” says Huyck. "They were painted directly 
on the walls of our rented location and therefore lost to 
posterity 

Mocine recalls 


The summer of "71 1 was house 
sitting in LA. at Dyanne Asimow's house, who was in 
the movie and had a chewing-the-scenery рап, and 
Gloria and Willard were filming Messiah nearby in an 
old mansion above Echo Park. They we 
it together to start filmir 
asked if I'd help out. I said okay. Jack Fisk had been 
working for some time on the set and we began painting 
the murals inside the big old house, The ceilings were 
extremely high as you can see, especially in the escalt 
mural. can't remember who thought of what, but Jack 
at least at first — was making all the decisions. Gloria 
and Willard were worried that Jack was going to make 
the place look too *horror-filmy", and thought 1 might 
have ideas to make it more subtle. I don't remember 
anything about how I was supposed to do that, but I 
think they were mostly having first film jitters and 
wanted me around to bounce ideas off of. 


working franti 
and they 


1 comment to Gloria Katz on how the film frequently 
blurs the visual relationship between three-dimensional 
characters and two-dimensional backdrops. “That was 
the idea," she agrees, and Huyck adds, "Actually when 
we were doing Indiana Jones and the Temple of Doom, 
that's how we came up with the idea for a scene where 
the Thuggee comes out of a wall painting in the palace 

asked Mocine if she recalled what the script 
required of the artworks. Were there specific written 
demands, or was she given a free hand? "I remember that 
they wanted the murals to reflect his [Arlett's father's 
morphing into One of Them!!! and to project an empty 
feeling, one of slight dread without any real violence. 
Gloria and Willard had a very clear picture of what they 
wanted. We worked inside the house (which contained 
‘one of the sets), using ladders and scaffolding. We also 
painted a bathroom with murals — which was really 
difficult because it was а small room, so it was hard to 
move around. 1 worked on all the murals and I'm almost 
sure I painted the whole mural in the bathroom. 


Mocine followed her stint on Messiah of Evil with а 
gig as designer for one of the most perversely beautiful 

films of the seventies: Terrence Malick's Badlands. So 

did Messiah of Evil play a part in landing her this iconic 
assignment? “Yes, 1 think that Jack Fisk recommended 

me to Terry Malick. I know 1 flew down to L.A. to meet 
with him. I brought a bunch of photos of my work on 


Messiah and he was very polite but said he was looking 
for somebody who could paint a folk art type billboard 
and that these works were too realistic. 1 had also 
brought along a bunch of photos of my own work. 
which at that time was (if 1 may say so) whimsical, He 
loved it and hired me right then. I painted the large 
billboard that was supposed to be done by Warren Oates 
playing Sissy Spacek’s father. There was a big scene at 
the billboard, when Martin Sheen first confronts Oates, 
and Oates tells him to get lost. After the film was shot 
Terry asked if | wanted them to bring the billboard back 
with them so 1 could have it. 1 had no place to store it or 
display it and 1 thought it'd be a neat idea to leave it on 
the Colorado plains outside of La Junta where the film 
was shot. | wish I'd gone to visit it... must be long gone 


Nightmare USA 


Casting Dead People 


Taking the lead role of Arlety was TV actress Maria 
Hill, whose prior work included spots on shows like The 
JI Man, Gunsmoke, Bonanza, Perry Mason, and an 

episode of Star Trek (Dagger of the Mind’ 

prior to making Me 'd appeared in Has 

Wevler's cult movie Medium Cool, but was r 

unknown as a screen actress: “Marianna Hill 

ork with,” Huyek recalls, "She had a kind of dreamy 
her character = punctu 


Michael Greer, an accomplished actor in films like The 
Garden of Stanley Sweetheart (1970) and F 
and Men's Eyes (1971), took the lad male role. Says Huyck 


Michael Greer was more reserved, he was very serious 


mostly because he was nervous doing his first straight role 
He was primarily known as a female impersonator, 
A relatively minor character ~ Charlie, the bum wh 
informs Arletty that she must bum her father 
actor Elisha Cook 


instantly recognisable cha 
‘Originally we wanted Hank Worden to play the Elisha 
Cock role because, you know 
archer Huyek 
and then he cal s е the script 
and was offended because the guy was having a relationship 
ih two women simultaneously, and Hank said he couldn't 
i it unless we were willing to change it.” Fortunately 
sok was а little more laid back: “Elisha Cook was total 
fessional. You know, "What do you want me to do?” We 
were in horrible motels at 150 degrees — | mean, he was 
want you to 


amera. I spent my whole career leaming and being 
look into the camera" and you're telling me to 
into the camera.’ He found it hard to do: 
Gloria and Willard were really excited about Elisha 
k and Royal Dano being in the movie,” Mocine recalls. 
about Cook because 1 have 
Jk to him much.” Of the other east members, she adds 
osophy. I remem 
sophist; until I got old enough t 
d gave me the impression that, whil 
her, she was watching her reflection in your eyes. 
fanna Hill seemed nice enough. Michael Greer seemed 
be the most “Actorish” type, he never lost his arch way 
‘One member of he саз sure to lodge in the mind ofall 
the film is Bennie Robinson, the very tall, very 
ange albino actor who appears twice in the film, like a 
tem of some parallel world." “He was actually black 
Hack recalls, “I guess it happens a lot more with black 
people. He's a black albino. 1 don't know who found him. 
We had a problem because 1 wanted him to look into the 
mera but his eyes wouldn't focus. He had this stuttering 
thing and it was really weird, We did а sort of dolly їп, 
nd his eyes were sorta jumping all over the place." 1 
ation that he reminds me of the actor Tom Noonan, with 
s hom НиусК and Katz worked in their film 1984 Best 
feme: "Yeah. That's actually true. Tom that 
ge look. Is interesting because that's why we cast Tom. 
onan. And 1 loved him in the Mie Мат 
film I really liked. He was wonderful in that 


ng Dead at the All 


‘Willard and Gloris cheerfully acknowledge. They knew f hey knew косы scene 


T understand that your own Rim, Stondard Gauge, addresses your experience on Messiah of Evil жей 
incorporates clips from the movie, Could you tell me a liie about the project and its connection 


cs sometimes some of the actors were temperamental, but didnt have Yo del wid them, 


And perhaps linked to the previous question: what do you think are the strengths and weaknesses of 


iin а йа material, That's ill not vo surprising since Will d. 
o i him 1 pet goosebumps recalling that cene as 1 wrie tb The pa 


‘What do you make Michael Greer and his two female frends? 


iehicitvwecd! 


„ no one will hear you scream! 


MESSIAH OF EVIL 


Michael Greer, Marianna Hill 


ns by sch 
mes Franco 


Cassis Devi Hunter) an Luco Fl 


Тел Violent Women (Ted V 
pany dd at ast 


With the budget skimmed of $15,000, quite a few 
people were sill unpaid by the end of the shoot. For 
Huyck, this diminishment of funds led to desperate 
measures: “It was post-production that suffered. We 
finished shooting, though there were some pick-ups and 
things that never got shot, and we edited the film and put in 
ıa temp track and so forth, and then we just couldn't sell it 
Actually, two sequences were never shot,” Katz 

explains. 
way we wanted о shoot it. You see, the last sequence was 


"We never shot the scene on the beach really, the 


supposed to be very very spectacular. That was never s! 


Obviously we had a much different idea for what they we 
adds: 
re what th 


hing, but 


it never got shot. And we 
т really shot the movie thea 

watching, the way we really wanted to shoot it. When we 
were cutting the 


Im, only because one of our editors 
found it in the trash bin, what they were watching in th 
theatre, for our purposes of trying to sell it, w 

Stanley. И looked great. Because it was the o 


it had beautiful colour. 
Huyek continues, "We actually took the work print at 
one point and were editing it in hiding, We had to sneak th 


workpeint out of Technicolor, who had been very nice to û 


because they were happy to have somebody use their 


unappreciated Techniscope lab equipment, which they sol 


to China after we finished our film. Another consequenc 
was that we gota frantie phone call from Michael Greer 
onc night: he'd been arrested in Hollywood by two 


disgruntled cops who had worked doing traffic control on 


our film. The cops demanded their money before they'd le 
Michael out of jail. The two cops ended up being the only 


people ever fully paid. A lot of people were promised that 


when the film was sold they would get some money. The 


didn't realise that it was taken away rather than sold 
Body-Snatchers 


As Huyck explains, their troubles were far from over once 
the film was in the ean: "We then tried to sell it, but were 
unsuccessful. Our new agent Jeffrey Beng (who later 
became the CEO of ICM) told us to quit screening it for 
people because it was ruining our careers!” "Because the 
response was so bad." adds Katz 

Huyck continues: 


investors sued the executive producers: and one day we 
sadly watched our workprint and outtakes driven off in а L 
Haul, People we 

finally released the movie 


met did some recutting, scored and 


several times under different 


titles. Somebody finally released it under the title Dead 


People, which led u 


wo interesting footnotes: in Аяп 
of tacky Los An 


Hall Woody Allen shows а mont 


оп a drive-in mar 


that includes a shot of Dead Peopl " 
The second footnote was that one day my poor dad (Willard 
Huyck, Sr) was served а court summons stating that he was 
being sued by George Romero for title infringement 1 
don't know who came up with Messiah of Evil, but it is 
catchy, There was а law suit and the investors finally 


rights back from th 


ney-raising young guys we deal 

with, and they gave it to some production company in 

Hollywood to finish it. There's а guy named Scot Conrad 

on itas editor. He was not our ditor" "Actually he's not 

bad editor 

worse than Scott At least be was a real editor 
‘Our editor was a guy named Billy Weber; 


Katz interjecs, "We could have done so much 


Hayek. 
continues, “who went on to become very successful." 
The other editor was somebody we went to film school 
with, an experimental filmmaker named Morgan Fisher. 
He was sort of our group intellectual, but he loved the 


ovie, so he was the other editor. Morgan made a film 


sd Phi Phenomenon, which was famous because it was 


‘one camera on ten minutes of a clock and he was trying to 


show that you couldn't really see the clock moving yet i 

«id. But it was hard for him to find a clock that didn't 

actually click.” Katz adds, “the 
guy. That's Morgan. 


He plays the ап dealer, 
tall sort of su 


ange look 


Nightmare USA 


luyck adds: “1 was thinking back on our crew, The art 


ack Fisk”, who also did Terry Malick 


The cam 


ite and direct. 


and < 


uted wit 


aman, Stephen Katz, is GI 

a lot of movies, including The Blue 

fads and Monsters." Gloria adds, "The 

very, very good and it was in Techniscope 
really really rich." Huyck continues: “1 
ersion of Messiah of Evil you saw 
igue of a young man running, who then 

slashed by a little girl next to а swimming 

mg man was Walter Hill, who went on to 


ha 
fe 


ified with a copyright date in 1973. Its Forun 


ariable ever since, Editor Morgan Fisher ( 
alls "In i and Sound, or maybe 


'omment, in the late seventies I think at least two 


ics placed Messiah of Evil on their best films of all 


Tist” Tod h of Evil has lapsed int 


curity. "We have no idea who owns the 
“and we don't have а print of it. 1 

1S released by somebody called Woodhaven 

ir watched i.” One can understand Huyck 


lüctance: not only was the film finally edited without hi 


ild make 
an artistic movie that had some horror in it. An example 


but so far all video versions have lefi a 

red when it comes to picture quality. (T 
Video Gems NTSC release.) 

Joan Mocine offers her perspective on the 

1 do remember thinking it was wonderful in 

fortably artsy in others. I don't think the 

р their minds whether it was a horror movie 


the lead *Arlety! (he French actress from 
и paradis) 1 do, however, agree tht it 


ed a feeling of subtle dread, and it looked great 


i couldn't sell it we were despondent,” Katz 


1 don't think we showed it to Francis [Ford 
a), but George [Lucas] liked the film, so we went 


rk 
pon 


ing on American Graffiti and then we stop 
t Many years later, when they were 
student films from UCLA actually, Iran into 


ы Michael likes to have ex wit the lesbian disse he sag 
And the lesbian wants the sight я 
selon beween Michael and Mar ld be that people who don"t Uke the ня find it ти developed 
lov would you describe the experience overall, авй what effect did И have on your carer? 
‘vas noting beer The white Mercedes йш Michel Greer deives was borrowed fom Willa parenti The 
T was paid аран, that goes witout saying. 1 won't embarrass myself by saying how much it was. bu 


sus contig 
arts 1o he 


eden who removed MYA 


Robin Wood, the eritie. He saw my student film and really 
liked it. He said, You're Gloria Katz? Oh, Messiah of Evil, 
the greatest horror film of the seventies. So realised the 
man was a genius!” She laughs, adding "Actually I said, 
"What are you talking about?” 

Huyck and Katz аге frank and unpretentious when it 
comes to acknowledging the shortcomings of their debut 
thanks to them we now know that the film did not reach the 
screen as И was intended. But while few fans would argue 
"hat the final product is perfect, 1 feel that Messiah of Evil 
survives is flaws and emerges (with а bit of leeway granted 
for that awful theme song!) asa wonderfully macabre and. 
‘unnerving experience, with numerous sequences that stand 
up with the best the genre has to offer. 


1 


Lean vouch for the fact that this man, ie Michael Greer, is 
always ‘on’, But his ‘o’ is another planet. 1 called him and had 
possibly the creepiest telephone conversation of my 
assume he was unwilling to be interviewed, so ГЇЇ say no more, but 
believe me, he is ll one scary dude. 


The finished version uses a montage from Remand Giant's 

wh the West, cit together in a surrealistic way. Morgan 
Fisher, Messiah’ editor, also recalls another film being used for the 
cinema sequence: aying on the sereen in the 
movie theatre when we eut it was a trailer for The Band Wagon. 
Technicolor, where we had а cating room fora while as а part of 
our del with them, was throwing away a lot of stuff from their 
vaults, including Ail of the short trailer for The Band Wagon, so 
we simply cut it în as a stopgap expedient, jast as you would lay 
some musie that you didn't have the rights to over a scene that you 


‘would later replace with musie that was composed for Ihe scene or 
that you had obtained the rights о, И the seene were uhimately 10 
have musie, especially a scene with no dialogue, you didn't want 
dend silence when you screened the си, you needled music, so you 
put in something that everyone understood was temporary, It was 
the same thing with our using the trailer from The Rond Ha 


ech Postcards ka Wore 
Defense (also crier 


Wichinder General - d Michae 
iom) 


versn as The Conquer 


Amarican Graft - бг. бе 


Lucky Lady 
Sor Wars 
More Amer 


Mother: Daughters and Lovers = dir Mathew Robbins (corte, producer] 


ves (uncredited sort ara, AIP 


cas (corer) 
^r. Stanley Donen (comter) 


wih Ba 
Stripped Baro 


was just а diagram for the fact that ultimately there would be 
something on the sereen. OF course it was a litle sacrilegi 

ор an IB print of a trailer for The Band Wagon, but that is what we 
did. We had a whole опе thousand foot roll of them.” 


5 The портам 


talent agency Intemational Creative 


4 The twat was probably because ofthe retitling Revenge 
the Screoming Dead: 

5. Soott Conrad went on to edit Rocky (1976) and Curtis Hans 
The Bedroom Window (1987), as well as cult iteras Ше 4 Во 
His Dog (1978) and Up in Smoke (1978). 


6 Weberis credited on the fim as “associate editor" He went on 


to cut Terence Malick’ Days of Heaven (1978), Walter НГ» 4 
Hrs. (1982), Tim Burton's Peewee Big Adventne (198S), э 
Tony Son's Top Gon (1986) 


Credited omcreen a Jack Fiske, 


ofcourse made a splash wih his excellent ret gar 
The Warriors (1979) before hiting the Hollywood A-list with 49 
нт (1982) 


d Mel Sit (comer) 


Nurse d Sasha Rove (cote) 


he and Kan (shot) 
Hor Олот (shot) 
Teri co-producer) 


Best Defense (core) 


Howard the D 
Mothers Dau 
Radcland Murders (corte) 
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chapter 12 


Hollywood After Dark 


The Films of John Hayes 


with interview material from the director's widow 


Dream No 


amn) 


“In a way Dream No Evil may have explored some of the 
darker aspects of John's life, although he'd probably deny 
it Bot there they are; childhood abandonment, insanity (his 
sister Dolly's) and religious excess (also Dolly)” 

Ellen Hayes. 


rologue: Eight-year-old Grace lives in an orphanage run 
y nuns. Convinced that one day her daddy will come 
back to retrieve her, she suffers terribly when rescue fails to 
materialise. There's not a shred of comfort from the nuns, 
who are ser and indifferent. One day, she and a long line 
of other orphans are examined by an imperious well-dressed 
woman. After this dehumanising ritual, Grace is adopted. 
years later, Grace (Brooke Mills) has grown up into 
a troubled young woman working as a performer in an 
evangelist roadshow; a sort of travelling circus with 
religious overtones. Her act involves leaping from a 
precarious thirty-foot pole onto an air-cushion, to 
demonstrate the Fall of the Damned, and God's mercy. This 
cheap, hucksterish charade is run by Jesse Bundy (Michael 
Pataki), a fiery preacher of dubious morality. He desires 
Grace, but reins in his lust because Grace has entered а 
chaste relationship with his brother Patrick (Paul Prokop). 
Patrick has “fallen from the faith” and now studies medicine. 
He is conscientious, loving, and patient; but the longer. 
Grace denies him physical intimacy, the harder it is for him 
to ignore the overtures of a pretty med-student whom he's 
coaching. Grace, meanwhile, is still obsessed with finding 
her father. When the Bundy Roadshow visits the town he 
once lived in, she decides to hunt him down. Wandering into 
an old hotel, she meets an elderly pimp (Marc Lawrence) 
with a harem of old-West floozies. The pimp is also the 
town undertaker, and he tells Grace that he has the body of 
her recently deceased father "on ie". At the mortuary, Grace 
sees her father (Edmond O'Brien) rise from the slab and kill 
the undertaker. She subsequently breaks off her relationship 
with Patrick and moves in with Daddy, The two live on a 
ranch in regal Deep-South splendour, and Grace is blissfully 
happy. Others, however, suspect that something is amiss, 
and when they attempt to intervene, Grace's mind snaps. 
Dream No Evil is a modern Gothic in the Flannery 
O'Connor vein, an emotionally involving tale that's both 
macabre and terribly sad. Hayes kicks off in the bleakest 
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Ellen Hayes, and actress Rue McClanahan 


way, with a litle gi 
convent school, screaming for her daddy as rain fills the 
night. Unsympathetic nuns assure her she's quite alone in 
the world. ("Daddy coming to get me out of thi place 
You have no daddy! ") Such scenes have been done 

elsewhere (another great example isthe extended prologue. 
of Charles Sellier Jr's Silent Night, Deadly Night, where 
it's a itle boy in the same situation), but Hayes brings a 
son of drab, unadorned realism to Grace's misery, setting 
up her disturbed reactions for later. So far so good, but it's 
here that we bump into the first major obstacle to Dream 
No Evil's reputation 

From sear to year town to town, Grace stayed on 
with her adopted church to continue searching for her 
father. She became engaged to young Patrick Bundy who 
‘gave up the ministry to study medicine. Now only his older 
brother Jesse remained, turning a once respected church 
into a carnival 

Like Willard Huyck's Messiah of Evil, John Нус. 
Dream No Evil labours under an intrusive and completely 
unnecessary voice-over, which ‘explains’ the film at the 
‘expense of its magic. It would seem that the overdubs were 
added to make things easier to understand, probably after 
the film tanked under its original title The Faith Healer, but 
they're so heavy-handed they simply insult our intelligence, 
in one instance sabotaging the film's most beautifully timed 
surprise. Basically (and jump to the next review now if 
you'd rather not know) the voice-over telegraphs a switch 
from fantasy to reality. Grace is shown sitting in a beautiful 
Gone with the Wind-style bedroom, which changes in the 
slash of an editor's razor to reveal her true surroundings: the 
same room, but run-down and derelict, a mouldering reality 
of smashed timbers and mildewed carpet. This would have 
been startling if the voice-over had not already told us there 
was something unreal about what we were seeing. 

The late Marc Lawrence, film noir icon of Key Largo 
fame, and director of the fabulous Pigs (see review section), 
gives the story a boost in a small but pivotal role, while 
another grandee of classic Hollywood, Edmond O'Brien, 
who co-starred in White Heat (1949) and 2.04. (1950), 
appears as Grace's father, Both actors play illusory figures, 
summoned by Grace's imagination. That these important 
roles are taken by two such iconic actors seems to suggest 
the way cinema can become a refuge from real-life misery 
and loneliness, And when it comes to casting, where better 
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hosts than the flicker 
gone by? O'Brien made nearly a hundred Hollywood 
pictures, while Lawrence chalked up nearly two hundred. 
Both have the sort of faces that just about anyone who loves 
the American cinema of the 1940s and 1950s would 
recognise, even if their names are harder to summon. 

Ina "rubber reality" trick that has been played again 
and again in modern cinema, most notably in Fight Clu it 


celluloid or days 


tums ош that illusion has dominated the film ev 


than we may have suspected. When Patrick searches for the 
funeral parlour to investigate what happened there, he can 
Find по such building. H's а simple ghost могу ploy. of 
course, but done with considerable economy and 
atmosphere, making the unnecessary voie 
more annoying 

Аз a director, Hayes does 
effects, nor does he exaggerat 
cinema, Dream No Evil achieves its stan 
atmosphere without flamboyance. The emphasis is on 
feeling, with a tragic scenario in which the heroine's 

leo find happiness is doomed because of her 

childhood, It all gains extra resonance when the circum 
stances of the director's family life are known (sce 
remainder of this chapter): the name Patrick, given to 
Grace's boyfriend, а humanist doctor who has turned his 
back on the family religion, suggests that John Patrick 
Hayes was angry about the role the Church played in the 


over all the 


strive for surrealistic 


e the technical artifice of 


s, disconsolate 


distortion and demolishment of his sister's psyche. Yet he 
cannot bring himself to critique her childish fantasy: 

im of life on the farm with a 
Grace is deeply 
immersed in her imaginary world, and it's Hayes himself 


instead he shoots Grace's dr 


loving glow that cradles her yeamir 


who so tenderly lays it ош for her on the screen. It's a 
genuine wrench when we cut abruptly to reality. and the 
decaying emptiness in which Grace really lives. 

Its possible that Hayes himself identified with Grace 
The recurrence of abandonment as a motif throughout his 
work suggests such а readin 

surrogate through whom Hayes can more “legitimately 
explore his own feelings of abandonment; feelings he 
might have found hard to express directly. As a ЫШТ Irish 
American brought up in the 1930s, it can't have been easy 
to find acceptable outlets for his own anguish. The naive 
art-and-flowers romance of Grace's father-fantasy is not 
criticised by the film, which will perhaps alienate more 
cynical or demanding viewers. We are asked to feel sorrow 
for Grace's ultimate disillusionment, whereas a more 
rigorous filmmaker would see this as tantamount to encour- 
aging her self-delusion. However, if Grace is in some way 
Hayes's surrogate, then the very fact that he has written 


In a way, Grace becomes a 


this film about the stripping away of a characters illusions 
is honesty enough. For a commercial filmmaker with little 
' Hayes brings an emotional 
reservoir to Dream No Evil that one doesn't always find in 
лге. Looking at this, alor 
films, and the astonishing Baby Rosemary (see later in this 
chapter) you can't help wondering what might have 
become of this very creative man if he'd been blessed with 


avowed interest їп 


the horror 


jth Hayes's early 


more money and better feedback for his movies. 

Note: The film was first submitted to the MPAA in 
1972 as The Faith Healer, wh 
A year later it was re-rated "PG? as Dream No Evil. I can 


it received an ^R' rating 


find no record of the differences between the two, nor any 
indication of when the version called Now / Lay Me Down 
to Die was release, 
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Grave of the Vampire (1972) 


This is one ofthe great blood-sucking pictures coming in 
the wake of Count Yorga. It is perverse, interesting, and 
exciting in concept and presentation." - Richard Meyers, 
For One Week Only 


=A mixture of sava 
= Dr. Cyclops 


cry, compelling strangeness and dumb 
Fangoria 


exploitation 


"Grim and unusu 


Kim Newman, Nightmare Movies 


The 1930s, A vampire called Caleb Croft (Michael Pataki) 
rises from a crypt to attack a young couple making out in a 
foggy graveyard. The young man (Jay Scott) is killed, his 
back broken over а tombstone, The vampire then rapes the 
Kitty Vallacher) in an open grave, Dawn 
breaks and the fiend staggers of, seeking cover as the su 


woman, Leslie 


comes up. The victim recovers in hospital, only to find that 
she's pregnant. She spurs the advice of doctors, who tell 
her that the child is not alive, but rather а “parasite” 
drawing blood from her body while lacking life itself 
Leslie checks out of hospital and resolves to have her baby 
at home, When the child is bom she's concemed that it 
looks unusually grey. t refuses milk, but when an 


accidental cut spills mother's blood on its lips, the cager tot 
laps it up. Her maternal instinct aroused, Leslie cuts her 
breast, and at last the baby feeds. 

Grave of the Vampire begins with an abrupt deluge of 
Gothic clichés that really shouldn't work, A combination o 
swirling fog, gravestones explored by a prowling camera, a 
vampire emerging from his coffin, and a pumping heartbeat 
оп the soundtrack: surely these archaic horror trappings 
need time, some sort of context to work their magic? Yet 
somehow, Grave of the Vampire taps us directly into the 
Gothic horror mother-lode. A subdued twinkle of organ 
under the heartbeat feels like leakage from Amando de 


Nightmare USA 


Ossorio's Tombs of the Blind Dead (a Spanish horror 
masterpiece dripping its sepulchral way across Europe 
during 1971), and the image of the vampire in his eo 
bedecked with a frosting of cobwebs, looks like cover art 
from the horror comics of the 19505, (With their lurid 
Visual style at least twenty years ahead of the movies, these 
pulp mini-masterpieces had an effect on American horror 
cinema that cannot be overestimated.) 
Grave's writer David Chase turned his hand to horror 
in soon after, with eight episodes of the spooky TV hit 
Kolchak: The Night Stalker (1974-75). Nowadays he's busy 
as the writer of an obscure litle TY show called The 
Sopranos, but hey. not everyone can make the big time... 
He certainly shows promise here: the script, based on 
Chase's own novel The Sul Life, keeps hitting us with bold 
twists on the vampire movie tradition, When we see a 
mother use a syringe, drawing blood from her own arm to 
fil up a baby bottle, it's a genuinely haunting image that 
updates tired vampire clichés and adds a deep irony ~ 
mother's milk itself is likened to a drug, and vice versa. AS 
the story unfolds it takes a distinctly Oedipal turn, and this 
image of a mother feeding her blood to а vampire baby 
resonates with all sorts of inferences. It taps into women's 
fears about maternity, exploring ambiguous emotions in 2 
way that suggests both Polanski's Rosemary's Baby and 
Larry Cohen's /r Alive (the later made two years later); 
and it suggests how children can be shackled by the ‘drug’ 
‘of motherhood and the inescapable influence of bloodline. 
Grave swerves recklessly through а ninety-degree tum 
about thirty minutes in, when we're rushed through a thick- 
and-fast flurry of voice-over revelations. The blood-loving 
baby has grown up to be a strapping young man; his 
mother died due to his sanguinary needs, and the vengeful 
son has set out to hunt for his father, who has sequestered 
himself а university teaching history (under the assumed 
name of Lockwood). АП of this is communicated їп less 
than two minutes screen time, a narrative body blow from 
which the movie takes a while to recover. The present-day 
setting also temporarily robs the film of its atmosphere, 
The fog and the gloom are gone, and we're in a banefully 
familiar world of too-old college students being helpfully 
lectured on the film's occult themes by the villain, The 
elision is enough to make your ears pop: something tells 
те that Chase's orginal story was too long! Hayes 
performs a bypass on the narrative, and in his haste creates 
эп expositionary blood-clot, necessitating a tedious catch- 
up lecture from CrofULockwood. The rhythm of the film 
heads dangerously close to pulmonary failure. 
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АН is not lost though, because seventies horror. 
mainstay Michael Pataki (also to be seen in Hayes's 
Dream No Evil) delivers a dish of actorly cold cuts that 
revives the scary ambience of the first half-hour. He's one 
of those actors who can command the screen while 
holding something back to indicate that he's playing with 
us, Vincent Price was the master of this tactic, both 
inhabiting and standing aside from his roles. Pataki is less 
well-known, but his forte is much the sume. He turns up 
in many an enjoyable B-movie romp, and always acquits 
himself well within the framework of what is being 
offered. 1 would recommend his directorial debut too: 
Mansion of the Doomed (1976), his take on Les yeux sans 


visage, is doggerel compared to Franju's haunting poetry 
but it has a streak of malicious energy that appeals just 
the same.. 


‘Once Grove'sslackly-direced college-las scenes are 
‘out of the way, we're introduced to eager-beaver student 
Anita (Diane Holden) whose fervent desire to actually 
become a vampire not only invigorates the screenplay but. 
опе could argue, pre-empts the entire Goth subculture. She 
tries to seduce ‘Professor Lockwood", but despite the 
mystical décor of her apartment (Tarot cad blow-ups on 
the walls), and her insight that he is truly a vampire, the 
undead object of her desire remains frustratingly cold to the 
Just to rub it in, “Lockwood” murders her 

ly depriving her of the vampire 
status she craves, And that, you might think, would be that 
Ви Hayes and Chase have another surprise for us, during a 
séance convened by the killer. 

Without a doubt the films biggest liability is biker- 
movie stalwart William Smith, who plays the challenging 
role of the vampire's son with all the expressive zest of a 
breezeblock. It's not really his fault; he's simply miscast. 
‘Smith's screen presence is primarily physical, macho, and 
imposing: he's like an off-duty pro-wrester who's 
stumbled onto a movie set. There are plenty of roles for 
which his emotional immobility would be ideally suited, 
but the conflicted rage required of this character eludes 
him. Grave of the Vampire is essentially an Oedipal story, 
baldly so at times, with the son seeking to КШ the father 
for molesting the mother The knock-down, drag-out fight 
scene between Smith and Pataki plays to the younger 
man's strengths, but when he finally kills his father, only 
to sprout fangs himself, Ве simply doesn't have the range 
to express the necessary horror and despair. (And 
speaking of Oedipus, this final twist is of course another 
Freudian reference: the son kills the father but he doesn't 
erase patriarchy; he simply takes the father's place, thus 
perpetuating it) 

Comparing this film to George Romero's Martin would 
be wildly overstating things (Martin is after ай the most 
beautiful of American horror films), but Grave of the 
Vampire, like Romero's masterpiece, rings some thrilling 
changes on vampire lore. Scenes we've sat through a 
hundred times in the genre are succeeded by others which 
come right out of he blue, Instead of a nothing entry in 
what was by then a pretty moribund subgenre, Grave of the 
Vampire rises above its generic origins. Rather than playing 
‘he vampire for camp amusement (as was more common at 
the time: see Dracula (The Dirty ОШ Man) (1969) or 
Guess What Happened to Count Dracula (1970). t finds 
fresh and interesting nuances, nurturing hybrid possibilities 
that were perhaps only later embraced through the New 
Wave horror fiction of Clive Barker. 
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Garden of the Dead (1972) 


Inmates of a country prison camp are put to work manufac 
turing formaldehyde. Unbeknown to the guards and the 


Governor, many of the prisoners have become hooked on. 

Some ofthe men plan and execute a breakout, 
but they are swiftly hunted down and shot. That night, as 
they are buried in hastily-dug graves, the dead come back 
to life and march on the prison camp, where they force 
entrance, seeking revenge on the prison staff and craving 
another hit of their beloved formaldehyde. 

Horror cinema in the early seventies was slowly 
absorbing the influence of Night of the Living Dead. In the 
half decade after its release in 1968, Romero's landmark 
film enjoyed gradual word-of-mouth exposure throughout 
America (spurred оп in the public consciousness by a 
pricelessly hostile review in Reader & Digest) А ragtag 
number of variants followed, including John Hancock's 
Let Scare Jessica To Death (1971), Bob Clark's Death 

and Willard Huyck's Messiah of Evil (1973). 
What unites these disparate movies is their idiosyneratic 


the fumes. 


refusal simply to mimic the Romero film. In fat it's 
we're actually dealing with zombies at 
all in Hancock's film = if we are, the definition of the term 
has to be broadened, rather than consolidated around 
Romero's template. Nevertheless, the influence is cer 
there (as itis in David Cronenberg's 1975 film Shivers, 
whose zombie-like sex addicts want to fuck you, note 
you). И wasn’t ший Romero's Dawn of the Dead (1978) 
erated that zombies are flesh-eating reanimated corpses 
that other films finally toed the line. 

Night of the Living Dead was undoubtedly a factor in 
the funding of John Hayes 's Garden of the Dead, but this is 
not a film that сап be ranked alongside the other post-Night 


films mentioned. Instead it's а blatant rush job from Hayes 
that must count as one of the most cack-handed efforts of his 
career; sex films included. It is, however, thankfully short 
{around 58 minutes! and there's fun to be had with it if 
you're willing to suppress your desire for a decent fiim and 
Just marvel at the creaky contrivances. If anything, Hayes 
made а film that harks back to the likes of the Mons 
cheapie Revenge of the Zombies (1943) or Edward L. Cahnîs 
Zombies of Mora Tau (1957) = the latter produced by 
‘Clover Films’, coincidentally the name of Dan Cady's and 
John Hayes's own (unrelated) production company! It m 
you wonder if Hayes ever really saw Night of the Living 
Dead: perhaps he merely responded to producer Cady's 
seston of a cash-in on the Romero hit by reaching back 
is memories of the Monogram cheapies for inspiration. 
That said, it's amusing to note that Hayes has his 
zombies emerge from the grave with skills it would take 
Romero's another thirty three years to embrace! Just as in 
Romero's comeback film Land of the Dead (2005), the 
zombies in Garden of the Dead can use tools, understand 
their surroundings, and plot revenge; they're also 
sufficiently socialised to follow a leader. Sorry. Gex 
John Hayes got there first... This bunch can even speak 
and issue ultimatums, which takes them way beyond the 
crowd (although Bob Clark's zombie soldier in Deathare 
does likewise). Some of Hayes's other innovations, though 
эге less likely to be adopted in future exploitations of the 
theme. His zombies are frequently felled by a shotgun blast 
to the chest, and in the film's most bizarre scenes they pour 
formaldehyde over themselves, drink it eestatically, and 
wash their faces in it. It's certainly an unusual sight in a 
zombie fick to ее the undead grinning with pleasure, but 
Something tells me the actors were reluctant to actually 
swallow the fou-looking red liquid that passes for 
formaldehyde in the film: certainly no one risks getting it in 
the mouth, and Hayes instead has to accept his cast merely 
splashing it over themselves, ike supercriminals gleefully 
playing with stolen money 

On the other hand, a quick browse through The Home 
Poisoner Handbook (don't get married without it) suggests 
that Jack Matcha, who wrote this script while contributing 
то The Brady Bunch the same year, undertook at least some 
research to hack up his mad idea. Formaldehyde can be 
inhaled as a gas or vapour (as seen in the early scenes) but 
it can also be absorbed through the skin as a liquid, so: 
maybe having the zombies bathe in it isn't as silly as it first 
seems, In every other respect, though, the formaldehyde 
motion is just crazy. A colourless, strong-smelling gas 
commonly suspended in fuid and used as a preservative in 
medical laboratories and mortuaries, formaldehyde is 
extremely irritating to the eyes, nose, and throat. Using it as 
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we see the convicts doing (ie. breathing it neat from a tube) 
would cause severe inflammatory reactions of the mouth, 
throat and lungs, and concentrations over a hundred parts 
per million ae it 

when the convicts emerge from their graves, having being 
killed only hours before, they already look discoloured, 
decayed and mouldy. This would be ridiculous in any f 
but since they ve been ingesting formaldehyde too, they 
ht to rot more slowly, not more quickly, than usual; 
formaldehyde kills most bacteria, destroys fungal growths, 
and is commonly used as a disinfectant, But while this is 
one zombie on that has to be filed under "D' for 
‘Dumb’, 1 can't help liking it anyway. There's somethis 
about the flagrant disregard for logic and basic science 
ars charming even if iti bloody stupid. 

Garden of the Dead began filming in mid-May of 
1972, and it seems likely that it was made purely to fill up 
the second half of a planned Hayes double bill with the far 
superior Grave of the Vampire, shot earlier that year. 
Several key crew members were held over: both films were 
shot by Paul Hipp, with camera assistant Ron Johnson: 
both had Henning Schellerup as soundman; and the ап 
direction on both films was by Earl Marshall At least one 
‘of the grips, Mike Petrich, also worked on both shoots, so 
it's reasonable to assume that the second film was hastily 
onvened to make use of the crew from Grave. (The. 
double-bill theory also explains why Garden is so short.) 

Notable faces in the cast include: Eric [Erik] Stem, best 
known for his role in The Love Butcher (here acting without 
his haipiecey; Marland Proctor, a Hayes regular also familiar 

rom Leonard Kirtman’s Curse of the Headless Horseman: 
sod Tony Voo, Hayes's regular collaborator on both sides 
ofthe camera, The special make-up was handled by future 
luminary of the field, Joe Blasco (he invented the bladder 
effects used to simulate movement under the skin seen in 
David Cronenberg's Shivers, and handled the grisly mu 
tions in sa, She Wolf of the SS). Here, as well as providing 
your basie discoloured zombie countenance, he creates an 
specially putefied example that looks lke it was assembled 
n wet tissue-paper spray-painted onto the actor's face. 
Somehow it works rather well, and when the actor coughs 
up à mouthful of thick white goo, the combination provides 
Ganden ofthe Dead with its only bona fide “Yuk!” moment. 

Scored with jazz music more suited to Hayes’s earlier 
work like Walk he Angry Beach or Five Minutes to Love 
than a modern zombie film, Garden of the Dead is never 
going to eam a place in horror's Hall of Fame; so it's just 
as well Hayes eclipsed it with its immediate neighbours, 
Dream No Evil and Grave ofthe Vampire, both of which 
deserve far more attention 
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The Career of 


John Hayes 


This chapter would never have taken fight without the. 
contributions of the director's widow, Ellen Hayes, or his 
long-time friend and colleague, actress Rue McClanahan; 
1 extend my sincerest gratitude to them both, 


he name of John Hayes draws the attention of horror 
fans thanks toa brace of offbeat seventies movies: the 
Grave ofthe Vampire and the melancholy Dream 
No Evil. However, curiosity would just as quickly be crushed 
bya viewing of Garden of the Dead, or the slow-moving 
sci-fi venture End of the World, two further Hayes titles 
awaiting the unwary on video shelves during the 19805. 

But these four movies are only the tip of the iceberg. 
Starting out in the late fifties as a purveyor of grity bi 
dramas, Hayes journeyed along the highways and alleyways 
of the independent US exploitation industry, right the way 
through to the mid-1980s, when the advent of hardcore pom 
оп videotape finally put the mockers on his favoured brand 
of dark erotic melodrama, Along the way he gave a major 
ТҮ comedy star her first breaks, contributed to the ‘roughie™ 
subgenre of semi-explicitsexplotation films, and made two 
striking and unusual horror pictures, before crashing and 
urning in the ghetto of eighties strsight-to-video pom. 

hat's striking about this writer director's career 
trajectory is the way that he retums, time and time again, to 
the experiences of his childhood, revisiting familial traumas 
in a variety of settings, from melodrama to horror to 
hardcore. It's this obsessional quality that reveals a true 
aristie temperament, Hayes often wrote his own films, or at 
least contributed to the screenplays, which guarantees a 
degree of personal investment on his part. While the huge 
variation in quality between, say, Five Minutes to Los 
(1963) and The Cur-Tiroats (1969) would require some 
formidable, not to say absurd, theoretical gymnastics to 
make an auteutist point, its fair to say that the best Hayes 
films share a definite stylistic persona. Taken at a glance, the 
mordant theatrical flair of Five Minutes to Love and the 
nihilistic despair of Hayes's darkest film, Baby Rosemary, 
scarcely feel like the work of he same person. But if we can 
sce beyond the sexual explicitness of the latter, both films 
display a characteristically downbeat worldview, an ас 
for profane dialogue, and a real concern for the lost souls of 
life. The films Hayes made with Paul Leder in the early 
sixties are classy, intelligent and well shot; the later erotic 
films are seedy, cynical and technically ramshackle, Between 
these two extremes, Hayes journey through many of the 
major gentes, following the ups and downs of the 
exploitation film market for nearly forty years. This in itself 
would make a study of his films worthwhile; and when we 
consider the emotional qualities of his best work, it's clear 
that Hayes deserves credit for genuine creativity to. 


Early Days 


John Patrick Hayes was born on 1 March, 1930 in New 
York City, His grandparents were Irish immigrants and his 
father's family worked on the Manhattan docks. His 
parents went through a biter divorce when he was just 
four: consequently he was taken in by an alcoholic paternal 
uncle and ап elderly grandmother, who shared a home 
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together: His sister Dolores fared worse: she was raised in a 
convent and, after two early marriages and several children, 
developed schizophrenia marked by religious fanaticism. 

‘At seventeen, Hayes joined the Navy. When he was 
discharged a couple of years later, his mother pointed him. 
towards the New York Dramatic Workshop across from. 
her apartment, telling him that he needed to get some 
culture, (It was the same building where, in 1944, 
Maynard Morris ‘discovered’ the young Marlon Brando), 
Watching the students working on a scene from Death of a 
Salesman. Hayes fell in love with the theatre and began 
attending evening classes. He also studied playwrighting 
with Lajos Egri (whose milestone book The Art of 
Dramatic Writing. first published in 1946, made him the 
Robert McKee of his day). 

Аз ап actor, Hayes lacked nothing when it came to 
sesthetic daring, and = as encouraged by the teaching of the 
day ~ he drew on his personal experiences to govern his 
acting choices, In 1953 he appeared in the Actors Studio 
production of Calder Willingham's play about sadism in the 
army, End As а Man (filmed in 1957 as The Strange One 
with much ofits homosexual subtext removed), performing 
at the Studio and on Broadway. He also appeared in A 
Hatful of Rain, another play critical of the Army. Michael 
Gazz0's tale of a soldier returning from Korea addicted to 
heroin ("Hello Police? 1 want to report a drug addict: ir 
ту husband") was originally created in 1954 by members 
of the Actors Studio, including Shelley Winters, Ben 
Gazzara and Anthony Franciosa. Hayes played the role of 
Chooch in the original Broadway production, and then 
ploughed onwards with the Road Company through the 
summer of 1957. In the Fall of that year he was cast in the 
original production of West Side Story as Lt. Schrank (a 
рап played by Simon Oakland in the movie adaptation). Не 
‘opened out of town to good reviews but to his 
disappointment did not continue to Broadway 

‘Then came the movies 


Awards and Ambitions 


Acclaimed actress Rue McClanahan, best known as 
"Blanche Devereaux’ in the much-loved 1980s sitcom The 
Golden Girls, knew Hayes very well at the time: she 
appeared in four of his early films and remained a close 
friend throughout his life, She recalls: John got а role as 
опе of the policemen in the musical West Side Story on 
Broadway, and it was while he was playing that little part 
that he sat backstage and wrote a short black-and-whit 
ilm called The Kiss (1958), И was delightful, very funny; 
it's about a young man who is inept with girls. He goes 
around various people trying to eam how to kiss he's 
very shy with women. He finally takes a girl he likes on a 
Ferris wheel, and at the top of the Ferris wheel he gets up 
the nerve to kiss her — and the whole movie turns 
‘Technicolor! They float back down to earth for a happy 
ending. I's а delightful lite film, 1 think it was about 
twenty nine minutes long. He borrowed $5,000 from his 
mother to make it, He wrote and produced and directed it, 
and did the whole thing in New York. He got nominated 
for an Oscar, which took him to Hollywood. Disney won 
that year with Grand Canyon ~ that was а blockbuster, and 
John's was this sweet litle personal film. met him right 
after that.” 

‘With an Academy Award Nomination under his belt, 
Hayes moved to Hollywood and began hustling for a 


feature film gig. He was to lve in Los Angeles for the rest 
of his life, though he occasionally returned to New York 
He always felt attached to the “Big Apple’, that most 
iconic of American cities: his widow Ellen Hayes feels 
that, “The fantasy world of Coney Island and Luna Park 
played a large role in John’s imagination, as did Radio 
ity Music Hall and the old vaudeville skits, undoubtedly 
Tor the escape they provided from the harsh realities of his 
childhood.” 

Hayes gained his first feature film experience working. 
on the script for Alexander Singer's A Cold Wind in 
August in 1960, Burton (Rio Lobo) Wohl took the headline 
‘writing credit, with Hayes noted for "additional dialogue", 
although it's said his contribution was far more than that. 
"The film is a sleazy heartbreaker about an ageing stripper 
(played by Lola Albright) who seduces the homy teenage 
son of a local digniary. For a precious while the stripper 
knows sexual bliss, until her toyboy's buddies maliciously 
tell him what his older lover does for a living: it's like a 
September variant on Sam Fuller's Naked Kiss, (In 
his book Crackpor, John Waters lists 4 Cold Wind in 
August as one of his all-time film favourites, alongside 
Bergman's Brink of Life and Pasolini's Teorema, 
explaining: "I may not have been а cul film anywhere 
else in the United States, but i played forever in 
Baltimore. Every time an art-house would book a flop. 
they'd yank it and bring back A Cold Wind in August " (1 
you should chance on it, look out for Hayes himself, who 
appears briefly as a hot dog vendor.) 


Walk the Angry Beach, The Grass Eater, 
and Five Minutes to Love 


Having settled in Los Angeles, Hayes made the necessary 
contacts and began his feature directing career with a 
sombre melodrama called Walk the Angry Beach. It stars 
Daniel DiSomma (aka “Jack Мот”) as Tony, a young 
man who hits the skids when his wife leaves. Soon after. 
his junkyard business folds and he's forced to consider. 
joining Nick (Paul Bruce) and Tommy (John Barrick), two 
‘crooks who offer to cut him in on a waterfront hold-up, 
They plan to rob a wage-truck and then toss the mone; 
bag off the pier into the sea, where Tony (a skilled scuba- 
diver) can lie in wait and retrieve it. While visiting Nick s 
burlesque joint, Tony meets Sandy (Rue McClanahan), а 
stripper and aspiring actress. Like him, Sandy is losing a 
grip on her ideals: Nick wants her to reveal more flesh 
and dance more provocatively. She attends a "reading" 
with a sleazy film producer but ends up drugged and 
ravished. Disillusioned, she grows ever more resigned to 
her fate as a mere sex object. Tony too gives in, and joins 
Nick and Tommy. After participating in the robbery, 
returning with the bag of money to à motel where Sandy 
is staying, Tony offers to take Sandy away with him, but 
she refuses. He goes to the strip joint to deliver the 
money, intending to decline his cut and regain his self- 
respect, but Tommy knifes him, Tony makes it back to the 
‘motel but dies in Sandy's arms. 

Is not easy to establish the original release date for 
this film: it was re-issued as Hollywood After Dark in 
1969, and this is the only version to have made it onto 
‘video, with ай original credits excised. However, Rue 
MeClanahan is sure of when the film was shot: "That one 
was done in "59, between September and the end of the 
уем. My agent called and said, "There's this wonderful 
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little independent film and you're just right for the lead, 
con you come out and audition for the producer and 
director? 1 walked into this somewhat rundown 

in Hollywood and first 1 met Paul Leder. He said, "the 
director John Hayes is doing the casting, here he is now 
and there's this six-foot-four, thirty-year-old blond from 
New York. Нер 

started reading the scene: he loved my interpretation and 


tle office 


me into a itle inner office and we 
acting style and he hired me. 1 mean hired, but for no 
money! Everything was done with a hope that it would get 
distributed and then you would all get paid accordingly. 

But it didn't get distributed, It made its premiere in 1960, 
аз I recall, got a wonderful review in one of the trade 
papers, Variety or The Hollywood Reporter, John got good. 
reviews for the writing and directing, but it really did need 
some money behind it, We were shooting on short ends, It 
was a very gruelling experience physically. because, not 
being union, you just worked until they said okay we're 
stopping. We would work eighteen hours a day very 
regularly, and one day for twenty four hours. Someone 
asked John, “Don't you guys fall asleep on the se” And he 
said, "No, but we faint quite often!” Vilis, our cameraman, 
really did fall asleep one 
eyepiece of the camera! | sort of fell for John, and he sort 


м, with his eye resting on the 


of fell for me, We began an affair. He was shy of genting 
he'd already been married and had two litle 
girls, in fact at the time he wasn’t quite divorced because 
his wife wouldn't give him one. John was jolly and funny 
and I thought he had a good career ahead of him; he was 
such a talented director and write.” 

MeClanahan's first marriage broke up in 1958, after 
only a year: by which time she was five months pregnant. 
When she met Hayes in 1959, her son Mark had been bom 
and she'd already remarried, to actor Norman Hartwig [aka 
Norman Hartweg]. "I wanted to get a home established for 
ту little boy back in Oklahoma, and Norman and I just 
weren't working ош, 
Beach 1 played a stripper who's stripping because she can't 
get а job as an actress, She falls in love with an actor, and 
hates being a stripper. There were a couple of scenes where 
1 had to ery and it was easy to do because ай 1 had to do 
з think of Mark, who was now living with my mother in 
Oklahoma 

Hayes's key supporter and ally on his first three movies 


married 


she recalls. “In Walk rhe Angry 


and who I missed sorely 


жав Paul Leder, a multi-talented writer, actor and producer. 
Leder co-produced Walt the Angry Beach, produced and 
starred in Hayes's next two films, The Grass Eater and 
Five Minutes to Love, and co-wrote the latter, He would. 


forge a long and varied directing career, with 
the psycho-thriller Poor Albert & Lite 

ie (better known as } Dismember Mama) and the 

moody psychological horror My Friends Need Killing. 

Walk the Angry Beach also marked the first time Hayes 
worked with actor director Daniel DiSomma (aka Sebastian 

Gregory, aka Топу Мото, aka Jack Voro). DiSomma. 

became a regular friend and eollabor 


work includin 


of, working on many 


of Hayes’ films in one capacity or another. (See interview 
DiSomma elsewhere in this book). The jazzy score 
was by Bill Marx, who went on to compose music for Ray 
Danton's Deathmaster, Bud Townsend's The Folks at Red 
Wilf Inn, and the Count Yorga films, while the cinemato 
phy was by Latvian émigré Vilis Lapenieks, who shot 
Curiis Harrington's extraordinary directorial debut Night 
Tide and collaborated with Hayes on several more films in 
he early 1960s, 


Hollywood After Dark 


Walk the A 
Rue McClanahan and Jack Мото are onsereen together 
The couple's first meeting, when Sandy goes backstage to 
discuss her stage act with her boss, is a well-written 
exchange that shows of Hayes's theatrical experience. 
Sandy has never met the owner of the club, so when she 
finds Tony in the boss's chair she assumes he's the person 
demanding that she make her routine more risqué. In fact 
Tony is there to discuss the heist. The two of them talk ar 
cross purposcs, before Tony embarks on a cynical speech 
about the futility of maintaining moral scruples. With 

andy left in tears by his angry words, Tony apologises and 
so begins their relationship, Apart from their scenes 
together, the most effective sequence is one in which Sandy 
goes to audition for a role with Emest (Ernest Macias), а 
writer who uses seript-reading sessions as ап opportunity to 
Lr 
made clear) to get them into bed. McClanahan conveys the 
‘optimism and naivety of her character without ber seeming 
simple o foolish, while Хото, having followed covertly. 
excelent as the furious lover who sees his new girl emerge 
from this sleazy encounter with her clothes in disarray, and 
resolves to beat the crap out of her abuse. 

As would become the norm for Hayes, this is a sombre 


Beach only really comes to life when 


iris with alcohol (or maybe drugs, though it's not 


tale, described as “too risqué and downbeat for its time" in 
the New York Times All Movie Guide — эп estimation which 
‘may explain why it proved so hard to distribute until much. 
later in the sixties. However, it's also a very moral tale, to a 
degree that can seem archaic and а lile stuffy today. Tony 
secs his role with Sandy as lifting her “out of hell” a rather 

е burlesque scene. (Compare the 
far more positive testimony of Russ Meyer's star, and one- 
time burlesque performer, Tura Satana. In the late 1950s, 
however, it was difficult to show what else might be 
required of a good-time gal like Sandy, so the bump-and- 
grind dance McClanahan seductively performs must stand 
in for the more licentious possibilities. Certainly, the 

ir what a stripper-cum. 

actress can look forward to in the scummier echelons of 
showbusiness. The film does at least hinge upon а 
considered reflection between Sandy's slide into sleaze and 
Tony's slide 


encounter with Ernest makes it ch 


nto crime. The moment when Tony decides to 
h 
moder audiences, post-Bonnie and Clyde, will find him 


hand Pack his share ofthe money means that altho 


rather strait-laced, we at least don’t think he's a hypocrite. 
We can assume that John Hayes did not regard the 
burlesque scene with the same negative eye as Tony, given 
fixations of his later films. 
However, it is of course a common trait in exploitation 


the increasingly eroi 


films thatthe very spectacle being offered for consumption 
is decried by characters in the story — it's the classic 
showman’s way of satisfying the prurience of the audi 
while maintaining a pose of moral rectitude. Double 
standards? Maybe = but America at the time was Бага) 
the most sexually liberated of places. If you wanted to film 
something тасу, you needed your excuses cued up and 

tee had 


ready: the House Un-American Activities Comm 
only just disbanded, in '59. 

When Walk rhe Angry Beach was re-released as 
Hollywood After Dark in 1969, it was shorn of at least ten 
minutes, possibly more, Sadly, the latter version is all we 
have today. The original began with scenes showing Tony's 
marriage crisis, and 


ade it clear that he loses his business. 
film during Tony's first 
encounter with Nick at the yard, dropping the marital 


too. In the later version, we join u 


conflict altogether; and after Tony visits th strip-joint, his 
junkyard business is never mentioned again. Several other 
scenes have been shortened, including a long discussion 
between Tony and Sandy that instead rushes impatiently to 
their lovers" clinch, Just how much of Hayes’s material is 
missing is hard to verify after forty five years. and to 
confuse matters new scenes have clearly been added. 
McClanahan does not recognise the burlesque routines 
performed by two other girs: for a start, the set is not the 
‘one on which McClanahan dances, and considerably more 
flesh is revealed (the girls “shake their booty’ with nothing 
but small tufts of fake fur stuck on their nipples). Fora 
film ostensibly shot in 759, these extra scenes are at least 
eight years too explicit. И seems likely that the film was 
eventually bought by someone who chose to slash Hayes's 
script back to basics, to make room for more sexy dancing. 

‘Questions abound regarding this period in Hayes's 
career, For instance, jus after Walk the Angry Beach he 
directed а children's film, title unknown, that has never 
tumed up on any filmography and remains utterly obscure. 
Rue McClanahan recalls, "I was a children’s movie about 
a dog... a brilliant German Shepherd, We shot that one in 
Oklahoma, four weeks, а great deal of it shot on a 
houseboat on a lake North of Tulsa... Thîs amazing dog. 
called “London had done а film called The тез Hobo. 
and he was the star of this one. I played the mother of a 

tle girl who gets involved with the dog. a small role. 1 

was the script supervisor on that опе, for fifty bucks а 
‘week, and John was the director. | think that was in 1960," 

Daniel DiSomma recalls that Hayes made his third 
feature, The Grass Eater (1961), almost immediately after 
Walk the Angry Beach: clearly he was not inclined to hang 
around waiting for distribution of his debut. He was joined 
‘nthe project by playwright tumed scriptwriter William W. 
Norton. Bom into a prominent Mormon family in Utah, 
Norton was а firebrand whose participation in the early 
progressive political movements of the 1950s resulted in 
him being called before the House Un-American Activities 
Committee. Having maintained a more than casual interest 
їп polities, he was arrested in the 1980s for assisting the 
passage of arms to the IRA, and spent two years in prison 
He would go on to pen / Dismember Mama for Leder in 
1972, as well as mainstream fare like The Scalphunters, 
Gator and Brannigan 

The Grass Eater, adapted by Hayes from Norton's 
stage play, depicts a cynical wanderer (Paul Leder) who 
convinces a romantically-inclined young girl that marriage 
is a meaningless absurdity. To prove his point, he chooses a 
married couple at random and proceeds to wreck their 
union by seducing the other man's wife (a story with 
similarities to Roman Polanskis under-rated Bitter Moon, 
made nearly thirty years later), Rue McClanahan appears 
арип (“1 play a nice, tipsy wife," she says, "which was 
Funny but it's not my favourite role"), and gaining what 
тау be his first feature film eredit was Jaime Mendoza- 
Nava, a prlifie composer whose scores have graced many 
an indie horror, from Charles Pierce's The Legend of Boggy 
Creek and The Town That Dreaded Sundown to Jim 
Feazell's Psycho from Texas and John Hayes's own classi 
Grave of the Vampire. 

Hayes's next outing was Five Minutes o Love (1963), 
an overheated but engaging crime melodrama about a 
crooked junkyard owner, Harry (Paul Leder), who runs a 
car theft operation on the siy. Holding court to his dope- 
addled funkies ~ Blowhard (King Moody) and The Kid 


(Norman Hartweg; misspelled here as Hartwig) - Harry 
rls the roost, supplying drugs to his associates, keeping a 
prostitute called Poochie (Rue McClanahan) in a shack 
behind his office, and generally lording it over anyone who 
strays into his domain, When out-of-work family man Ben 
(Will Gregory) comes by, looking for a spare part for his 
car, Harry introduces him to Poochie, who attempts to 
seduce him. Meanwhile, Harry sneaks off downtown and 
frames Ben for auto theft in order to pay off a corrupt 
police captain (Michael De Carlo) who's been sniffing 
around for an arrest. While Ben is beaten by Harry and the 
cops, Blowhard makes a move on Ben's young wife Edna 
(Gaye Gordon), attempting to rape her on a pile of tyres. 
Ben evades arrest and Harry implicates Blowhard to take 
the heat off himself, Harry retums to the yard, but the 
chickens are coming home to roost. 

Unless The Grass Eater turns up and steals ihe crown, 
Five Minutes to Love is probably the best of Hayes's early 
films, with a taut, well-constructed plot, acerbic dialogue, 
and excellent performances throughout, Rue McClanahan 
is outstanding as the mentally disturbed prostitute (billed 
оп the poster as “Poochie, the Girl in the Shack") 
bringing а credible female presence to а film predicated 
mainly on the failings and aspirations of men, “I thought 
my role was meaty and challenging," she says, and she's 
right: this is a cut above your average B-movie fare. 
‘McClanahan embodies the character with subtlety and. 
economy, conveying profound derangement through vocal 
inflection and an emotionally evasive manner instead of 
grandstanding and rolling her eyes as a lesser actress might 
have done. "Poochie" has slipped the rail somewhere, ber 
light and breezy manner is just a bit 1oo flippant. Her 
incredulous dismissal of questions about her estranged 
child is genuinely disturbing, and far more effective than а 
burst of hysteria. The title of the film, drawn from a. 
wonderful monologue delivered by McClanahan, is both а 
tiff on Five Minutes to Live (aka Door to Door Maniac) а 
Johnny Cash vehicle made in 1961 (which allegedly 
features McClanahan in an uncredited bit рап, although she 
can't remember doing it), and also an example of clever 
‘misdirection. Judging by the poster and its salacious ad 
line, "ive minutes to love" sounds like the countdown to 
‘some gratuitous sexy frolicking: what it actually means in 
context, as the cynical Poochie explains, is something quite 
different: "Five minutes, that all. Did you ever look at а 
lock? That's ай it takes, actual time. Five minutes and ir 
all over [..] tha’ all i is, the real of it. If vou make И any 
more than that ИХ your own fault. You're crazy." АЦ in all, 
a rather less lubricious spin on the words than audiences 
might have been expecting! The downbeat flavour — typical 
‘of Hayes's films in the following years — is redolent of 
punk-rocker Johnny Rotten’s bitter dismissal of sex, nearly 
twenty years later, as “five minutes of squelching." 

William Norton's stagy script is awash with scenes 
where men rage at each other in the manner of Tennessee 
Williams, Edward Albee or Arthur Miller Paul Leder and 
Norman Hartweg in particular let Пу with some sustained. 
screen ranting. sounding off on topics as varied as 
Nietzsche's Superman, the failure of hope, and the 
inevitability of corruption. When Poochie freaks out seeing 
“The Kid’ drinking from a baby's bottle (threatening her 
repression of memories of her own estranged child), she 
yells, 7] don? wanna see anybody sucking on a baby's 
bonite!” In response, Harweg summons the authentic. 
bravura and grandiosity of the Beatnik poets: "I don? 
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either; ИХ a symbol! Like a brass cymbal or a ruptured 
spleen, and а brass monkey, and a flight of the bumblebee, 
and a fare-thee-well, and a well-digger x butt in Montana, 
and а home-ts-where-the-heart-is, and a homily, and an 
early to bed and an early to rise, and a Poor Richards 
Almanack! Benjamin Franklin was right! The homilies of 
ife! Like get up in the morning, ond go to work, and save 
your money, and do a good job... it all goes around in a 
circle, but a desiccated liver is still a penny saved is a 
penny earned, and апу kind of a racket, any kind, is still 
‘gonna be crud!” ("John gave him prety free rein with that 
scene, as recall says McClanahan). Paul Leder is partic- 
ularly good as Harry in his prolonged diatribe against the 
cops: “The trouble with you fellas is you're all alike, ” he 
snarls, goading a meatheaded sergeant to punch him, 

уон те either too dumb or оо lazy or think you're too 
smart to work for a living. And then you ve got a nasty 
streak, or else you'd be firemen instead!" Harry walks with 
a limp, a likely reference to Brick Pollitt ín Tennessee 
Williams's Car on а Hot Tin Roof, and the script seems to 
make the same insinuations about Harry's potency and. 
sexual orientation. He's a liule sleazier than Brick, though: 
using a home movie camera, he films his cohorts ~ the 
muscle-bound, dope-dealing “Blowhard” and skinny 
intellectual Kid making out with Poochie. Not only do 
we see him getting off on his voyeurism, he also seems far 
more interested in the men than the girl: "Do some push- 
ups, Blowhard,” be cajoles the big lank, when they re 
hanging out at the junkyard together, commenting to Ben, 

There, look at that, а real man!" If the film ultimately 
declines to explore the relationship between Harry and his 
mole friends, it compensates with a storyline that 
foregrounds amorality and exploitation, while retaining 
compassion for those, like "Poochie", who've be 
permanently bent out of shape. "Blowbard' is drawn with a 
critical eye for the workings of the inarticulate male 
Psyche, as the menacing bequifled hunk moves from а 
clumsy seduction of Ben's girl towards a drug-fuelled 
attempted rape. "7 now all about how a woman works. S 
says no, she means yes. She don know what she wants il 
she gets i,” he ruminates. Finally, although there's no 
explicit violence, a scene in which Harry pushes Ben into 
the darkened maw ofa vehicle inspection pit and then 
heaves chunk after chunk of heavy auto scrap after him is 
startling in its implication. 

With Blowhard shot by the cops and Ben granted a last 
minute chance to beat the стар out of Harry, the film ends — 
ов a tin roof, naturally — with something close to a moral 
resolution, albeit опе with a bitter-sweet quality, as the 
emotionally detached Poochie offers a near-comatose Harry 
ber mindless words of comfort. Is а satisfyingly 
ambiguous and cynical end to a well-told tale. Not that it 
helped the film make much money: Like Walk the Angry 
Beach, the film went through much retitling to try to find 
эп audience, leading to an eventual outing as The Rotten 
Apple, a re-release featuring an unexpected bonus: a direct 
to camera address by produceriwriter/star Paul Leder 
himself, which is worth quoting here: 

‘Why would anyone want to make a story like this? 
What good purpose would И serve? After viewing tests, the 


studio called and said they were ready 10 cast me as Harry 
But after going over the stor. 1 told my wife 1 wouldnt 
play that role for а million dollars, Next day. we returned 
the script tothe studio, My associates opened a cabinet 
‘and spread a dozen large binders in front of me. They were 
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Rue McCrananan 


full of press clippings, magazine stories, police files and. 
‘medical documents. Now, like many of you, ту wife and 1 
are busy parents too. We have three children and we simply 

e har we could be raising a roten apple right 
here in our own home! changed my mind and agreed to 
produce the film. In а minute, owl see me as Harry. a 
wrecker of human beings. I’m sure you'll hate me. At east, 
Thope yo Il hate me 


ат real 


Shell Shock, and Farewell 


While shooting Five Minutes o Love, MeClanahan's 
personal affairs grew more and more complex. Her 
husband Norman Hartweg's beatnik aspirations meant that 
notions such as monogamy and marriage were far from 
fixed: "We had a four year offand-on marriage and I went 
back and forth between Norman and John Hayes three 
times during that period,” she explains. “I was married to 
Norman first before I met John but our marriage was on 
the rocks.” Hartweg was growing more and more eccentric 
at the time: "Norman was a remarkable man, up until then 
probably the most brilliant 

lightly wired, capable of doing difficult roles, But it really 
wasn't working out. He hadn't bathed in eight months, or 
brushed his teeth, or combed his hair. He never washed his 
hair And I asked him one time why he was choosing to be 
о... repulsive! He said, “Because I want people to like me 
for my inner self? And I thought, well we can't ger to that 
inner self because you smell so bad! He was really 
confused, None of us had ever really had therapy. He got 
into LSD then, and got involved with the Ken Kesey 
group. He was рап of that for a year, and he took fifty 
trips and the fiftieth trip was a horror, and he figured he'd 
had enough. It did change his thinking, and it straightened 
him out quite a bit. He got some kind of therapeutic 
advantage from LSD." 


Га met, He was extremely 
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Shell Shock (1963) was next for Hayes, а WWII picture 
‘echoing some of the themes of Calder Willingham’s End ds 
ıa Мап, dealing as it does with an abusive relationship 
between an authority figure and a common soldier. With 
the Hollywood Hills passing for 1940s Italy, tbe film has a 
few credibility problems, bot it's the class-conscious. 
psychodrama that maners more than the spectacle: “7 
wonder whar going on in that orphanage bead of his?” 
элест» Beach Dickerson's Captain Rance, as Johnny Wade 
(Carl Crow), one of his more sensitive men, succumbs to 
“combat fatigue” after seeing а fellow soldier (Norman 
Hartweg) shot in ће face during а raid on enemy positions. 
There's an emotional tenderness in the buddy relationship 
between good-looking but troubled young Wade and his 
‘older "brother" from the Orphanage, Gil Evans (Frank Leo). 
“H awfully lonesome without you, Johnny, " says Gil as he 
watches over his crazed, traumatised friend, Rance, on the 
other hand, harbours a homicidal grudge against the 
younger man, whose decorations for bravery he resents: 

First chance J get American bullet or German bullet: 
who know? But you ain getting оша here!" The plotline 
js rescued from the further implications of its all-male set- 
‘up by Wade's escape from the bullying Rance into the arms 
ofa beautiful lalian woman, Maria (Pamela Grey), and. 
Ranée's dalliance with an American girl, Gina (Dolores 
Faith); «sultry apparition in the Italian hills, wrapped in а 
bath-towel and dancing to jazz records in her back garden, 
her brassieres hanging on the washing line. The script uses 
this female character as foreclosure: an afternoon's dancing 
with a prety girl is enough to transform psychotic Rance 
imo а reformed character, aghast at his wicked ways. The 
not unreasonable thesis seems to be that military life 
creates psychosis due to the absence of women. 

‘Shell Shock owes much to the AIP war films of the late 
fifties, such as Jer Attack and Tank Commandos, but it's 
distinguished from the average by the decent photography 
of Vilis Lapenicks and its compelling human drama, which 
emphasises emotional conflict. War films are not among 
ту favourites, generally speaking, but Hayes makes this a 
lot more involving than I was expecting. Crow is a likeable 
ad, and his ‘shell-shocked’ demeanour is adequately 
believable for the period, while Dickerson, better known 
for more genial roles, is impressively nasty as the villain of 
the piece 

MeClanahan was script supervisor on Shell Shock, and 
recalls the following incident: "During the shoot the set 
was visited by representatives of the Screen Actor's Guild, 
and by this time 1 was а member. So was one of the cast 
‘We had to pay a hundred dollar fine for being caught doing 
non-union; but we went right on shooting anyway, That 
was an exciting afiemoon! We had to pick up all our 
equipment and run, but they caught us. 1 was really chewed 
ош about it by Ricardo Montalban, who was head of the 
SAG at the time. But we were at the far outskirts of the 
movie industry. These movies were shot on the sly, for 
pennies. The only time 1 got paid was when I was script 
supervisor on Shell Shock and that litle dog movie; and 1 
got paid fifty dollars а week for those, But John was 
passionate about all of them.” 

The relationship between Hayes and McClanahan was 
destined never to end in marriage, due to a combination of 
wariness and bad timing, She recalls, "When 1 moved to 
New York їп 1964, 1 got a call from John, saying that be 
had got a job with an aircraft company on Long Island, 
‘making industrial films, and he was flying his own plane 


to New York! So he set off and he said he'd like to see me. 
By then I was involved with "he Italian’, who turned out 
to be my third husband.“ But before 1 married him, John. 
came to New York; it took him a week to Пу cross- 
‘country. It tumed out that he didn't have а job on Long 
Island, he was coming to see me. When John arrived 1 saw 
hîm mid-week and the Italian at the end of the week. And 
the Italian said, "Now look. this has gone on long enough, 
I'm not putting up with it! You tell that man tonight that 
you can’t see him any more, 1 want you to promise me 
‘you're gonna tell him that.” And I was under his thumb 
hack then and 1 said yes, okay, Then John took me to a 
lovely restaurant on Long Island, and proposed! And | 
said, "Oh John, I've been waiting four years to hear that 
and now I've made a promise that | won't see you any 
more, and L can’t break my promise (That's really how 1 
felt when I was thirty.) And he said, "You're making the 
wrong decision, you're taking second choice and you 
shouldnt do that.” And I said,‘ made a promise, what can 
1 do?" lt was raining, and we left the restaurant and he was 
ying, tears were just rolling down his face; and that was. 
"he last time | saw him before he hooked up with Ellen's 
sister John did come to see me after he was involved with 
her. 1 was so unhappy with that Talian by then that sort 
‘of made overtures to him during his visit, and he would 
have none of it. He'd had enough of my dashing back and 
forth and turning him down." 

Hayes worked once more with Leder and Norton, on 
The Farmer Other Daughter (1965). which ater rejoiced 
in the glorious reissue title Haystack Hooker. It stars 
Norman Hartweg in his last screen role before driving off 
into psychedelic adventures with Ken Kesey and the Merry 
Pranksters. The film, a comedy about а poor farmer who. 
plans to sell his lovely daughter to a rich sleazetall, 
features compone humour and music from the Kentucky 
Colonels, with Emie Ashworth, of the long-running Grand 
Ole Opry country music radio show. Lusty ole Hicksville 
‘was the intended market, quite unlike the urban focus of 
Hayes’s previous film. The Farmer Other Daughter. an 
‘otherwise chaste sex comedy, marks the beginning of 
Hayes's transition from psychological melodrama to 
explicit erotic drama. The sexual revolution was getting 
started, and Hayes, though a generation behind, was ready 
to play the game 


Clover Films, Daniel Cady and the Birth of 
“Harold Perkins’... 


Walk the Angry Beach, retitled The Unholy Choice and then 
Hollywood After Dark, was at last released theatrically in 
1969, but it was а 1968 Hayes project that would really 
point the way towards his future inthe industry. Back in 
1961,5 parallel to his feature film career, Hayes had begun 
producing and directing industrial training films for North 
‘American Aviation, who had a contract with NASA for the 
Apollo project, as well as other government and private 
‘Around 1965 he formed a company, Clover 
Films, with а frend called Daniel Cady. After а few non- 
fiction jobs for NASA, the two men produced a spate of 
independent horror and sexploitation items, beginning with 
the extraordinary Help Wanted Female in 1968 

As would become the norm for his more erotically 
inclined films, Hayes adopted the pseudonym “Harold 
Perkins’. The story kicks off with Jo-Jo, a hooker who robs 
johns of their dough with a few well-placed karate chops. 


Nightmare USA 


After a typical aftemoon beating the shit out of some 
schmuck (Michael Lincoln), she retums home to her 
lesbian lover Luana, who has just been offered S200 to 


cbastian 0 


spend an evening with creepy client 
(Daniel DiSo 


msell under his 


in for an evening of mind- 
ames with Luana, Gregory takes an LSD sugar cube and 
proceeds to tell her how he and his similarly freaky 
girlfriend Barbara recently butchered a prety young hitch 
hiker, whom they persuaded to model for “intellectual pin- 
an acid 


up’ shots. Luana thinks he's bullshting, or having 


Freakout, but wi 


en she opens a trunk in the kitchen sh 


discovers there may be more to Gregory's tale. 
No doubt liberated by his pseudonym, Hayes packs the 
film with all the kink and sadism the times would allow. 
At just over an hour in length, it's a fast-paced hustle 
through the back-alleys of sleazy cinema, sixties-style. 
ry and Barbara is frankly 

sado-masochistc, echoing Lan Brady and Myra Hindley in 
its depiction of a swir 
("To inflict pain with pleasure only led to the inevitable 

kill for pleasure!" avows Gregory) and anticipating. 
however faintly, Fdeodrome's Max Renn and Nicki Brand 
(with intim 


The relationship between Gre 


couple's predatory folie à deux 


te sex-play involving burning embers and 


sry, however, is determined to be the 
ve killed 
| һе frets to Barbara that they're putting themselves at 


master of his pleasures, not the victim. After the 
ти 

risk of the death penalty, Barbara, howev 
unconcerned for their safety, so Gregory takes drastic 
steps to ensure his liberty. But then twist follows twist 

and our interpretation of what we've already seen changes 


is wantonly 


gain and again, 


On the one hand, Help Wanted Female is an eerie 
cynical tale of sex and sadism — and on the other it's a 
black comedy with a hefty dose of sixties camp, in the 
form of several burlesque dance numbers and some 

fabulous hait-dos. 1 guess it all depends on what you've 
swallowed beforehand. Jo-Jo is very coo! indeed with her 
ig hair and shark-fin specs, and she has killer lines to 


with her moves: 77 could rip your arm off if choose, but 
instead 1 think ГЇЇ just rip your back muscles a little. 
Luana, the older woman, has the authentic w 


of he burlesque scene etched into her features: she's 


another tough cookie with whom you wouldn't want to 
argue. But the campy pleasure afforded by these tough 
girls is absent in scenes such as the one in which Tina is 
abbed in the stomach by Barbara, to the accompaniment 


a relentless strip-cub jazz tune. The music caries on as 
the nude victim staggers confused and bleeding into the 
bathroom, where she's finished off by Gregory. The fact 
that the gir doesn't die immediately, and the way the two 


killers follow her dispassionately as she stumbles away 
from them, brings to mind Wes Craven's The Last House 
although let's be clear about this, Help Wanted 


Female is nowhere near as graphic ог intense. It's simply 


on the Le 


that the scene, with its blaring, unsympathetic soundtrack, 
has that element of callousness that was to prove so 


alarming in Craven's shocking debut. And while I'm 


‘comparing this obscure flick to the classics, there's а scene 
Where ‘Sebastian Gregory” begins carving up a female 
corpse that's framed in almost exactly the same way as the 
First killing in David Cronenberg’s Shivers, complete with 
bare-chested middle-aged man wielding a blade, shot from 
a low angle, and a prostrate female victim in the 
foreground. 


Hollywood After Dark 


W's a thrill to see this film, not least to enjoy 
‘Sebastian Gregory" aka Daniel DiSomma, dire 
superlative Victims (see chapter on DiSomma). Here he 
impse of the black heart he can 
summon to the sereen. DiSommu's fortê is playing the 


weirdo square, who can “get down’ with hookers and 
druggies yet remains detached. 
demeanour, smooching and “grooving” in a way that's part 
bourgeois conman on-the-make and part piss-taking 
psychopath, mocking the delusions ofthe young and 
liberated. He resembles a depraved Bob Hope here, 
exuding Hope's smarmy showbiz vibe, but with th 
simlet-eyed insincerity ratcheted up a little too tight for 
comfort. (Also appearing in a small role, as a horny 
neighbour who makes out with Barbara behind Gregory's 
back, is director/cinematographer Don Jones ~ sce chapter 
‘on Jones elsewhere in this book). 

Gregory appeared again in Hayes's next film, a 
westem sex comedy called Fandango ("Wagons filled with 


V sarcastic in his 


wicked women!” made under Hayes's own name in 1969 
and starring James Whitworth (Jupiter in The Hills Have 
Eyes). Also in the cast this time were Jay Scott (Paul in 
Grave of the Vampire) and two actors who would go on to 
become directors themselves: Jim Feazell, who made 
Psycho from Texas; and Roger Gentry, director of the 
exploitation biker film Sleazy Rider. Back in the 
cinematographers chair was The 
Daughter DP Paul Hipp (like DiSomma a friend of the 
Hayes family), who went on to shoot The Hang-Up, Grave 
of the Vampire, and Garden of the Dead (plus m 

horror films for other directors, including Blood and Lace. 
Devil Times Five, Psycho from Texas and The Boogens) 
Hipp received co-producer credit on Fandango, along with 
Henning Schellerup, himself a cinematographer respon- 
sible for shooting indie horrors like Kiss of the Tarantula, 
Curse of the Headless Horseman and Silent Night, Deadly 
Night. Schellerup a 


Farmer s Other 


so became а regular DP for Schick 
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Sunn Classic Pictures in the 19705, shooting their patent 
brand of eamest docu-dramas for producerídirector 
Charles Sellier. Ellen Hayes recalls: "Paul and Henning. 

{good friends of John's who worked with him on. 
carly projects. They were cinematographers he met when 
working at NASA as a director in the film department for 
the Apollo project I believe he got Daniel [DiSomma] a 
job there, too, 

For all the interesting credits, there's not a lot going 
оп in Fandango. With his workers fighting and drinking 
too much, Wild West mining foreman Dan Murphy 
(Whitworth) takes two employees, Sam (Marland Proctor) 
and Billy Jay Scott), to Fandango's, a b 
whorehouse. He asks Madame Mona, an old flame, for a 
wagon full of girls to take back to his brawling workers in 
order to soothe industrial relations. Mona allows him to 
choose the cream of the crop, accompanying th 
herself to Murphy's remote mining encampment. 
However, Dan has made an enemy of local villain Muck 
Mulligan (Sebastian Gregory), Mulligan, a mean-spirited 
varmint who wears a leather patch to conceal his 
‘mutilated nose, mobilizes a gang to ambush Mona's pussy 
posse. Sam's favourite giri" Pauline (Donna 
Stanley) is gang-raped during the raid, and another girl is 
shot, but the attack is repelled and the party continue on 
thei way. Once at the camp, the good-time girls are put 
to work, then = after a few nights fun and folies 


they're chaperoned back to town. On the retur joumey 
Mulligan strikes again, this time killing Billy and injuring 
Sam and Murphy. Thinking he's won the day, Mulligan 
begins a slavering sex attack on the assembled whores, 
but pays for his crimes when the girls descend upon him 
and skewer him with their hairpins. The story ends with 
Sam and Pauline married and Murphy hinting thatthe 
‘mine may soon be exhausted, leaving him free to get back 
together with Mona 


Fandango is а minor effort, a sentimental fantasy where 
hookers are happy and even the odd rape here and there 
doesn't spoil the fun. In fact the only Females we see are 
employees of Madame Mona, lending а literal twist to the. 
phrase ‘all women are whores’. There's a general lack of 
characterisation, and the theatrical thirst for psychodrama is 
far less apparent here than in Hayes's previous films, Whe 
Pauline is gang-raped we can just about accept ће 
proposition that she's escaped trauma because her line of 
work inures her: but it's а bit harder to swallow when soppy 
cms not only unfazed but blandly accepting of his 
new girl's molestation. It's а failing of the script that Sam 
doesn't get to take revenge on the gang, instead being shot in 
the leg and sidelined during the final gunfight. Sebastian 

ory is a suitably scurvy villain, although his broad 
supposedly "Oirshr accent frequently veers South to the 
Caribbean. Other cast-members make an effort, but without 

ıa decent seript to chew on they rarely stand out, Hayes 
manages a few token flickers of creativity, such as the cur 
from a hanged man's thrashing legs to a high-kicking floozy 


Sam se 


hoofing the Charleston, but Fandango is thin gruel for fiim 
fans, except for those who can forgive a movie anything if 
the female cast reveal their breasts. Even then, there's not 
much incentive to pitch your trouser-tent: made in 1969, the 
film plays safe, with tits and ass permissible but full-frontal 
male or female nudity verboten." At least the film will 
titillate Charles Manson groupies: it was filmed on the 
рабо, Ranch, with a dateline that puts it at the crest of the 
Family's heerskelter. 

Cady and Hayes made three "Clover" films in 1969. The 
most respectable of them was The Cut-Throats whic 
Hayes put out under his own name, It concems a Captain. 
who recruits five American soldiers, dubbed "The Cut 
Throats’, to capture battle plans from a German stronghold. 
However, his real motive is to steal a cache of jewels 
plundered by the Nazis. The enemy soldiers are gunned 
down, but then the film tilts into softcore sexploitation: the 
‘beautiful women of the compound seduce the Cut-Throats, 
commencing ther fiendish plan with a sexy stage show 
Prominent among the girls is softcore queen Uschi Digard. 


whose more than eighty screen credits include a few of the 
horror persuasion: Ron Garcia's sex-horror weirdly The Toy 
Bos and his pro-monogamy diatribe Swingers Massacre 
Kentucky Jones's The Manson Massacre (in which Uschi 
plays Charlie's Милу: Brianne Murphy's Blood Sabbath, 
starring Dyanne Thome; Don Edmonds's Isa, She Wolf of 
the SS and its sequel Ла, Harem Keeper ofthe ОН Sheiks, 


Nightmare USA 


also with Dyanne Thome; and Ray Nadeau's dire The 
Beauties and the Beast The Cul-Throats is se during the 
Second World War, but that's about all it shares with Hayes's 
previous war movie Shell Shock, which at least had a decent 
Script Here the scenario is indifferently explored, with 
softcore romping in place of characterisation. For some 
reason about a third of the film is without music, which 
makes the proceedings feel even more threadbare. If this was 
the only John Hayes film I'd seen, | wouldn't bother looking 
for more. There are а handful of mildly salacious sex scenes, 
1 suppose, including one that takes place between an 
American soldier and a German girl in a bedroom festooned 
with Nazi swastikas. On the whole, though, this is itle 
better than Fandango, certainly no match for Help Wanted 
Female, and is not recommended. 

For the other two Clover films in 1969, Hayes employed 
his “Harold Perkins pseudonym. One of them, Alimony 
Lovers, is possibly the most obscure and hard-to-trae of his 
entire career. No one seems to have recorded their thoughts 
оп this film, nor any plot information, save for a meagre 
tally of cast and crew. It does at leat feature two names 
familiar from many of the Clover titles: make-up artist Ruth 
Onions (who tums up in the credits for Help Wanted Female, 
and the later Baby Rosemary), and cinematographer John 
Lyons, who shot all three. 

Fortunately, ve know a litle more about Baby Vickie 
Hayes/Perkins's third film in "69. I's a morbid tale about a 
sexoally-repressed young woman, Vickie (Sharon Mat), 
who plays out sexual fantasies with the dummies in her 
father’ tailor shop. Rejecting Steve (Bill Moore), the man 
her parents (Will Gary and Dana Raven) approve of, Vickie 
heads for the waterfront, where she is beaten and raped by 
Tony (Sebastian Gregory). Her parents cover up their 
daughter's “disgrace” by arranging a mariage with Steve. A 
year later, after Vickie and Steve are married, the deeply 
disturbed bride retums to the waterfront, seeking another 
“tryst” withthe rapist... Elusive as yet on video and DVD, 
this may well emerge one day as another Hayes classic. 

The Hang-Up released in 1970 as а John Hayes film, is 
distinguished by an our plot involving a cold, moralistic 
‘cop, Bob Walsh (Sebastian Gregory), who goes undercover 
эз а cross-dresser to apprehend phoney detectives suspected 
‘of shaking down the clientele of a transvestite bar. Far from 
being sympathetic to the plight of blackmailed trannie- 
lovers, the homophobic Walsh views the cross-dressing 
scene with undisguised contempt. When his landlady 
speculates that his work must be very glamorous, he snaps, 

Tcatch queers, Miss Howard [..] homosexuals, ransves- 
ies, child molesters, pimps, pushers, whores." Raiding a 
\whorehouse on another assignment, he falls foul of Perino, а 
wealthy leazeball á д Hugh Hefner. Perano, working for a 
rich trannie-lover, Killjan, whom Walsh offended during the 
earlier raid by calling him a pervert, sets up an underage 
boney-trap with a seventcen-yearold hooker called Angel 
(Sharon Matt, from Baby Vickie): the gullible Walsh falls for 
her, hook, line and sinker. Perano reveals the sting during a 
free love orgy in the woods, to which Angel has lured Walsh. 
As smirking hippies snap photos of the naked cop in 
flagrante, Perano explains that Angel has been in on the 
scheme all along. Perano's price for the kinky snaps is for 
Walsh to clear Killjan of involvement in the transvestite 
scene. Later that night, furious with Angel, Walsh gets drunk 
and rapes her on an open window-ledge ("T m gonna show 
you what rape’ really like!" then sets about extricating 
himself from the blackmail scheme. 


Hollywood After Dark 


Did Paul Schrader see this movie? Some of the similar- 
ities to Taxi Driver are uncanny. Walsh's lines about hatred 
of perversion are a virtual ringer for Travis Bickle's musings, 
and when Walsh decides to rescue Angel from the imminent 
Vice-bust because he believes she's ап innocent in need of 
his protection, we see the relationship between Travis and 
Iris in nascent form. True, Walsh is а cop, not a psychotic 
drifter but then, as Harvey Keite's pimp observes in Taxi 
Driver, Travis sure as hell looks like a cop! 

“The ‘hang-up’ of the title is of course Walsh's bad 
attitude to sexual difference, and his inability to love. 
However, when he falls for AngelLori he seems to be 
entering a thaw. The film then plays a dangerous game by 
invoking sympathy for Walsh after he's been betrayed, 
Perano and Killjan are associated with corruption, using their 
‘wealth and social standing for nefarious ends, while Walsh 
made to look like a poor unfortunate, tapped їп a blackmail 
scheme just as he was starting to emerge as а ‘nice guy 
Even his explosive sexual attack on Lori is forgiven by Lori 
herself, who accepts the rape as punishment for betrayal. As 
Lori lies dying in a ear wreck caused by Walsh, she denies to 
police that Walsh had sex with her, thus frustrating Perano's 
hold over him, (And it's an interesting choice of name for 
this villain, considering that the Peraino family were 
notorious Mafia kingpins of the porno film industry.) Walsh 
is left a broken man, having lost the girl he loved, and 
realising she loved him too despite her involvement in the 
blackmail scheme (shades of North Ву Norwest), With no 
futher dialogue to address Walsh's contempt, we're lft with 
a homophobic bigot unlucky in love: not, for me, the most 
‘compelling candidate for tragic anti-hero. The Hang- also 

ers from an identical flaw to the earlier Help Wanted 
Female: languid jazz muzak that wafts through the film 
without rhyme or reason, where a more supportive score 
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would have given things a if, “Sebastian Gregory” though is 
always compelling as the hard-nut puritan Walsh, giving us a 
very different performance о his murderous frutloop in 
Help Wanted Female. Ме invests the film with enough edge 
to counteract Hayes’s misealculations (there's а particularly 
sappy scene in which Walsh runs with horses through lush 
fields, representing his new-found freedom with ‘Angel’. 
The rest of the cast are unremarkable, although it's worth 
mentioning an appearance, in drag, by Erik Stem, star of the 
Mikel Angel/Don Jones horror weirdy The Lave Butcher 
‘Sweet Trash (1970) is, like Alimony Lovers, a mystery 
title in the Hayes filmography. According to the American 
Film Institute Catalog, it was а Clover project with Dan 
Cady. The Catalog entry describes the sory tale of an honest 
New York dockworker, Michael Donovan, unwittingly 
sucked into the oan shark business through his association 
with hookers and shady businessmen, He tums, catasrophi- 
Пу, to drink, unable to cope with the double-dealin Ме in 
which he's mired. Such а story has similarities to the earlier 
Hayes triumph Five Minutes lo Love, with its focus on a 
decent man sucked into criminality. However, the New York 
ibase claims that the AFI 
ry is erroneous, and asserts that Sweet Trash is actually an 
altemative title for The Hang-Up: a claim given extra 
credibility by the US Copyright Office's entry for Sweer 
Trash, which lists йв alternative title ав The Hung Up — a 
likely misnomer. | don't know if we'll ever leam more about 
Michael Donovan's misfortunes in the loan shark business, 
but as an outline it sounds authentically Hayes-esque. 
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‘Vampires, Gold-Diggers, and the Collapse of Clover 


H's here, atleast fourteen films into his carer, that we see 
John Hayes's first full-blooded contribution to the horror 
genre: а dark, despairing tale of childhood trauma and 
madness best known today as Dream No Evil (see review). 

I stars Michael Pataki, who would remain friends with 
Hayes for several years, and (in а small part) Mare 
Lawrence, famed for his gangster roles in the classic 
Hollywood cinema of the thirties and forties. 

AIL the Lovin’ Kinfolk was Hayes's fourth movie that 
year and the third to be produced by Clover Films. Cindy 
(Mady Maguire), a naive young mountain woman, and her 
cousin Zeb (Jay Scot) head for the big city, but their dreams 
lead only to heartache. Cindy becomes a prostitute, seducing 
her cousin when she discovers that he's having an affair with 
the daughter of his boss. Another of Hayes' least known 
films, it remains very hard to elaborate beyond this brief 
synopsis 

After Grane of he Vampire and Garden of the Dead in 
1972 (sce reviews), Hayes made The Sensuous Manicurist 
(1974), а phenomenally obscure title starring Frances 
Buchanan, Alberta Steinberg and ‘Penny Walters! (aka 
Dyanne Thome), about which little is else known. In the. 
‘sume year he tumed to comedy action melodrama with 
Mama Dirty Girls (1974), which received much better 
distribution. The film opens with nineteen-year-old sex kitten 
Becky (Candice Rialson) squeezing into a skimpy bikini 
before heading out to the pool where а fat, wealthy 
pantingly attentive middle-aged man (Johnny Dennis) serves 
her drinks. Becky teases the slob to the limit, ший finally he 
ires to гаре her — at which point Becky's mother, "Mama" 
Love (Gloria Grahame) arrives to reveal that the man 
‘molesting her daughter is her newly-wed husband! In 
exchange for the attack going unreported, hubby writes a full 


confession of his crime. This admission is then used as а 
suicide note fter Mama, Becky and oldest daughter Addie 
(Sondra Currie) slash the fellow 's wrists in the shower. 
Mama and her two oldest daughters have used their ploy 
before: preying on wealthy men, marrying and then 
‘murdering them for their inheritances. As Mama explains, 

A man is only a man; but property is security." Youngest of 
the brood, Cindy (Mary Stoddard), is the only one not in on 
the scam. The next intended victim is motel owner Harold 
(Paul Lambert), but unbeknownst to the conniving family 
Harold already drowned his first wife to collect her inher 
tance, and intends to do the same to Mama. 

With frequent near-nudity from Rialson and Currie, and 
a script that leans more on the humour than the nastiness of 
the premise the film comes across as a black comic variant 
‘the classic femme fatale narrative. Headline star Gloria 
Grahame, who won Best Actress Oscar for The Bad and the 
Beautiful in 1952, was enjoying а late bloom in seventies B- 
pictures, playing hard-hearted bitches in films like this and 
Philip Gilbert's Blood and Lace fot AIP, as well as appearing 
in Michael Pataki's creepy Mansion of the Doomed and. 
Armand Weston's effective haunted whorehouse tale The 
Nesting. Her role here as a matriareh at war with family life 
is apropos, given that Grahame marred both Nicholas Ray 
the movie director and then later his son Tony = her former 
stepson! According to Ellen Hayes, the actress was a real 
trouper, very co-operative to the production: but formidable, 
а woman who lifted weights every moming when filming on 
location! She's supported well by prety Candice Rialson, 
who essays another great bitch-kitten role to set alongside 
ber man-raping "Bonnie" in Raphael Nussbaum’s Pers. 

Mamas Dirty Girls was not released by Clover, but 
instead by Premiere Releasing (who distributed The 
Manhandlers, Swinging Barmaids and imports like Lucio 
Fulcis The Challenge to White Fang). Sadly, Hayes's 
relationship with Daniel Cady had foundered after thirteen 
years, with a dispute over money. Ellen Hayes explains how 
the rift with Cady came about: “John did everything 
involved with production. He wrote, directed, edited (story 
sound and music), cut negative and could pinch-hit as 
photographer and sound recordist. The one area ín which he 
had no interest or expertise was finance, and this led directly 
to his conflict with Dan Cady and the demise of Clover. 
Also, there were differences between the two on the 
direction they wanted to take the compan 
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Baby Rosemary 


With Clover now folded, Hayes directed films for other Tow- 
budget indie producers, as well as continuing his "Harold 
Perkins” career with companies such as Essex Pictures 
porno specialists responsible for nuggets like Sex World 
(Anthony Spinelli’: 1978 pom take on Westworld), In 197 
picking up a thread from his earlier film Baby Vickie, he 
made Baby Rosemary, а brutal sex drama 

of his most disturbing films, with stro 


at stands as one 


echoes of the family 
trauma theme that incessantly coloured his career. Long- 
standing friend and actor Daniel DiSomma began work on 
the film as sound-man, but dropped ош, 

unrelenting pornographic focus too depressing. One has to 
sympathise: the film is certainly а million miles away from 
the light-hearted sex satire of DiSomma’s own foray into 


finding the 


sexploitation, Come One Соте All. Squeamishness aside, 
though, this was о prove a surprisingly powerful, arresting 
piece of work, Earlier films can claim to be beter made, 
bedecked with the virtues of Hayes's theatrical background, 
but if there's an infernal core to his filmmaking. Bay 


Rosemary Price (Sharon Thorpe) is a sexually tormented 
and confused young woman who is unable to senile down. 


with a man. Her mother died when she was very young and 
her alcoholic father put her in an orphanage, only visiting 
her occasionally (“И was such а nightmare to be a child. 
Now Гэ he adult, 1 do what пат") When her curent 
lover, John (John Leslie [John Nuzzo}) announces that he's 
going to join the police force and wants to move in with her, 
Rosemary tums him down flat. ("Ser is always so 
degrading. So unclean”) She tells him she's going to get a 
job as a teacher and will be too busy to see him any more 
John leaves to seek solace with a hooker called Eunice 
(Leslie Boves), whom he addresses as ‘Rosemary’ while 
orally worshipping her ass on the stairs of her skanky 


apartment block. Rosemary visits а lophouse where she 
believes her father stil lives, 

for several years, Finding he's not ther 
A young couple, Tate (Monique Cardin aka Samantha 
King) and Mick (Ken Cotton), let themselves in, claiming to 
be her father's friends. After taunting her with pornographic 
photographs they claim were taken by her father, the couple 
subject her to a bisexual rape at knifepoint (“Suck that cunt 
ог you're dead") The story then jumps forward two years: 
John, now a police officer, approaches Rosemary and 
informs her that her father has died, However, she's 
emotionally distant and shows little interest. She introduces. 
hn to two of her students, Tracy and Marsha, who are 
members of "an occult group that believes that all of life is 
sexual,” Rosemary and John, accompanied by Tracy and 
Marsha, attend а funeral home to see Rosemary s father in 
his coffin. Tracy is unimpressed by the undertaker's 
soliloquy about death and rebirth (“АЙ har stuf about a 
human turning imo а flower? ИУ bullshit"): the two girls 
demonstrate their take on death by seducing the undertaker 
ch Seeman) into а threesome. John tries to reawaken his 
relationship with Rosemary but she can't relax with him in 
bed. After a dysfunctional bedroom tussle in whieh 

Rosemary makes John come without allowing him to 
penetrate her, she sneaks off back to her father's old 
‘ophouse and voluntarily has sex with Mick, the man who 
raped her before, achieving her only orgasm of the film 
during rough, verbally abusive sex. In an "only in the 
seventies" twist, the rapist tums sweet on her, cleans up his 


Ithough she hasn't seen him 
she waits in his 


Hollywood After Dark 


жа, gets a job, promises to quit drinking and buys her frilly 
underwear, acting like a bashful schoolboy (77 aint never 
had a girl like you, Clean, and, you know, decent”) 


Unfortunately, it doesn't work out — as soon as love is 
involved, Rosemary tums frigid (“Whati wrong?" “I don’ 
лоне it different! "). The rejection fips lover-boy back 
into rapist-scum mode, but his plans for an evening of 
degradation ("m gonna sit here and drink my be 

maybe when I've had enough I'm gonna piss it ай up your 
arrival of 
ht ensues ~ Mick knocks 


nose, ou fuckin cunt") are forestalled by th 


John, looking for Rosemary. A fi 
John out cold and Rosemary grabs John's police pistol: 
however she is unable to shoot, Mick leaves, swearing 
vengeance on Rosemary ("The next time I catch you alone 
Tm gonna fuck you over real bad. Ан when Fm through 
fückin"wi ya — Гт gonna Kill ya^) John agrees to 
Rosemary s plea not to report the inciden, but exricates 
himself from Rosemary when she tries to rekindle their 
relationship. Her repeated frustration of his desires has 
finally dampened bis ardour. After a lesbian threesome with 
Tracy and Marsha, Rosemary hears her father’s voice 
imploring ber ("Rosemary help me. Don tet them bury те 
Tn alive") She enters the funeral parlour and sits down in 
front ofthe open coffin. As dry ioe айз everywhere, all the 
characters in the film — John and Eunice, Tracy and Marsha, 
Mick and Tate, the Undertaker — enter the room and draw 
Rosemary into a gangbang in front of her father's casket 
The film ends on a shot of Rosemary clawing her way out of 
а morass of naked bodies and reaching out in despair o the 
corpse, crying, "Daddy? Take me away from this place! 

‘This is one hellishly mixed up film, Sombre, even 
sensitive moments jostle with some of the harshest clichés 


of seventies pom, in a compelling but relentlessly grim. 
чогу that seesaws between bad-taste shocks and 
ty. The problem is that the film's 
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‘moral compass (if dare to presume such a thing) is 
inevitably steamed up by the graphic, aggressive sex and 
pungent verbal hostility, swamping the depiction of a 
traumatized woman in prurient close-ups and raw, 
pornographic spectacle 

їп recent years, ar-house movies like Lars von Trier's 
The Idiots (1998), Catherine Breillat's Romance (1999), 
Virginie Despentes's Baise-moi (2000) and Michael 
Wînterbottom's 9 Songs (2004) have once again raised the 
issue of whether film as a narrative art can sustain 
pomographic imagery, Earlier an-house hits like fn the 
Realm ofthe Senses (1976) are usually cited as examples of 
"how this сап work, but it's rare that anyone gives credit to 
the porno industry itself for experimenting with the same 


idea foe the reverse angle So, can a poro film also deal 
seriously with psychological portraiture? On the evidence of 
а film like this Ds harder to dismiss than you might hin, 
despite what the trade paper Гатау (who mocked is 
“ludicrous stab at plot narrative”) had to зау. The porno 
template for such adventures soften assumed to be Gerard 
Damian's downbeat, existential The Devil in Miss Jones 
(1973), but a look at the pre-hardcore nadies and roughies 
reveals that Hayes, like James Bryan and Don Jones, was 
already toying with darker character driven sex stories and 
looking to make them more and more graphic (If Hayes had 
made Help Wanted Female four years later, it could have 
been an S&M nightmare o rival the films of Zebedy Col. 
The Devil т Miss Jones, while undeniably impressive, was 
simply part of continuum: Hayes was already seeking a 
blend of grity psychological realism and pornography. even 
before Damian's ВЯ went mainstream. 

‘What is most haunting about Baby Rosemary is the way 
Hayes once again draws оп aspects of his troubled family 
background for material. The suggestion is that Rosemary 
was abused in the orphanage where ber father left her, and 
this combination of traumatic sexual experience and parental 
abandonment has ruined her chances of emotional and 
sexual happiness leading. in the end. to madness. Brutal. 
abusive sex is her only camal satisfaction, while affection 
(even from a one-time rapist) tums her frigid. is certainly 
not for me to speculate any further as to the links, if any, 
between Rosemary and Hayes's unfortunate sister, but i's 
‘lear that he felt compelled to explore his feelings on the 
Subject even here, in a sening that many would consider 
hopelessly debased 

"By drawing parallels rom his own life experience, 
Hayes makes Baby Rosemary resonate with emotionat 
honesty, but he also generates eros curent, with some 
misogynistic scenes that confuse the film's moral centre: 
When the previously sympathetic, apparently sweet natured 
Joh has sex with the hooker Eunice, his surrogate 
Rosemary, his sexual adoration of her asshole initially casts 
him as the очоп victim. However, the sex then swivels 
tack to a contradictory set-up with the male in the traditional 
power role: John fucks Eunice, cums over her face and 
desees her frustrated, denied her own orgasm. The scene 
ends up embracing the macho notion that hookers are 
nymphos who can be left gasping for more, instead of the far 
more honest depiction that would have shown Eunice able to 
tum her “desire” on and off like a faucet. By showing her 
plaintively calling after the departing “John” whilst figging 
herself off on the stairs, the scene panders to male fantasies 
‘of total control over the sexual at. Is as if the earlier sexual 
Submission has to be assuaged, by gestures like John dismis- 
sively tossing money at Eunice as he finishes. However. 
after he's departed, we see Eunice cease masturbating, and 
munter incredulously to herself, "Christ. Whar a way fo make 
а fucking living!" before staggering back up to her room, 
complaining about her aching back. Considering that John. 
and Eunice later become а couple, with the hooker merging 
там sex and emotional commitment in a way Rosemary 
could not, John's macho trip in the stairwell stands ош like a 
sore, ahem, thumb. Perhaps the actor John Leslie, a big 
mame in pomo at the time, tok control of the power 
dynamic as the camera rolled, against the grain of the script, 
and Hayes fet obliged о keep his star's reaction in the film? 

And then there's the rape scene. In psychological tems 
poor abused Rosemary might conceivably respond to being 
Taped by “getting into t. Not that she does with any great 


Nightmare USA 


enthusiasm, 
well ifi 
The issue is not one of fictive plausibility 


has to be noted; she exudes ап attitude of, 
going to happen you may as well ride with it 
the problem 
in the way we're invited to watch. As feminist critics would 
explain in far more detail, the placement ofthe camera 
use of film style are crucial. They can facilitate amoral 
complicity; or mindless complicity (two very different 
attitudes, neither of which require critical engagement with 
the morality of the camera): ог thirdly, а moral engagement 
with the image (which asks how we may detach our point of 
view from complicity with the rapists). In this case, I can see 


по evidence that Hayes intended to distance the viewer from 
the rapists sexual pleasure. The 


ape scene is a pure 
spectacle of cruelty, and we are invited o the feast either as 


sadis 
mindless voyeurs for whom the question is oo complicated 
o care about. In comparison о the rigorous detachment of 


Voyeurs mindful of our amoral enjoyment, or 


Meir Zarchi's Spit on Your Grave, Hayes treats the rape as 
just a rougher-than-average sex soene. 

The most shocking aspect of the rape is not visual it's 
verbal In facs, the language throughout is frequently crude. 


and gloatingly abusive. This is one of the strengths of the 
but you have to watch 


fiim. I've quoted a few example 
Bahy Rosemary in order to appreciate the way that Hayes 
plays hardball with the audience through obscene, tellingly 
istic dialogue. Even if the sexual politics of the era elude 
te director, he maintains a frank, unflinchingly honest grip 
с about the speaker 
i the spoken-to, and Hayes the theatre-lover still knows 
w to shorthand his characters identities through a few 
well-chosen words, even in this unpromising locale, Baby 
Rosemary is one of Hayes's best films, but it's also one of 
is most problematic, revealing a terrible cynicism that plays 
strangely against the compassion to be found elsewhere ir 
his work. 


‘on vernacular, Verbal abuse tells us mo 


Genre-hopping 


After a brief stint editing а sex comedy called The Boob 
Tube Strikes Again! (1977) for roughie specialist Lee Frost, 
who'd guested as an actor in Garden of the Dead, Hayes 
sumed for the first and last time to sci-fi for End of the 

ded as a dud. One 
sshion that never pales is the exploitation trick of hiring old 


World, a ‘star vehicle generally e 


в ‘names’, even if only for just one day 
End of the World's roster of talent was conceived. (Quentin 
Tarantino's knack of rediscovering out-of favour actors 
upgrades the process, which used to be confined to the В. 
and C-lists) End of the World was made in 1977 for 

and soon-to-be low-budget mogul Charles Band, 

tars perhaps the most prestigious acting talents Hayes 


had worked with: Christopher Lee, Dean Jagger and Sue 


Lyon. Not that life was made easier by the presence of 


greatness: Ellen Hayes says: “I remember John bein 
amused that Mr. Lee rarely blinked, and one bit of direction 
would often be, “АЙ right Christopher, now blink 
їп 1978, after a bland “Harold Perkins’ sex film for 
Essex Pictur 
and Desir 
absence of strife and misery, Hayes made the erotic 
melodrama Jailbait Babysitter for Group 1, a daring 
distribution house responsible for thrusting Silvio 
Amadio's Amuck!, Richard Robinson's Poor Pretty Eddie 
and Mario Caiano's М 
thirsty audiences of America, This downbeat sex drama 


es called Hot Lunch, staring Juliet Anderson 
е Cousteau, and notable only for its unusual 


4 Love Camp 27 onto the sleaze- 


Hollywood After Dark 


(Ad-line: "She's Pure Temptation!" revisits the 
cautionary vibe of Hayes's 1960s work, with its casually 


amoral, underage female lead causing merry hell in the 


lives of sex-hungry mankind. 
H was followed in 1979 by Up Yours, which Hayes co- 
directed with writer Edward Ryder, This "rockin comedy 
as the subtitle has it, was produced and co-written by Chris 
Warfield for Warficid’s own Lima Productions, and features 
walk-ons by Belinda Balaski, Ryder and Warfield 
themselves, and Warfield’s buddy, B-movie stalwart George 


Buck’ Flower? A compendium of woeful skits, Up Yours 
wants а piece of the Kentucky Fried Movie ation, but the 
gags are so limp and arlescly protracted you squirm inst 
of laughing. 1 did find the ce 

because it's so tacky: a "livir 


iral conceit amusing. simply 
speakin 
ented by an actress (Cindy Mongan) superimposed 


apartment block, as 


Promo 


Aser 


yes End ot he Were 


over tbe brickwork, delivers cutesy homilies that Segue 
between stores tenuously linked to the building, to the 
accompaniment of ‘quirky’ musie that sounds lifted from 
the seventies TV hit Soap. Essentially though, this is the 
pits, No one sets out to make a bad film, especially a bad 
comedy, so we must assume that either comedy simply 
wasn't Hayes's metier, or more likely, that he had little 
actual control over what went into the script After all, be 
didn't write this one: Edward Ryder and Chris Warfield 
must take the rap there. At least the film offers us several 
chances to see Hayes himself, including an appearance as a 
сор in а barbers’ shop, and later as a pompous gentleman 
refusing to give money to a beggar, played by George. 
Buck’ Flower: ""Neiter а borrower nor a lender be: for 
loan oft loses both itself and friend William 
Shakespeare,” the gentleman says, to which the beggar 
responds, "Fuck sou’ Tennessee Willams,” If Utell you 
this is one of the funniest scenes, you'll know what to do 
you ever see this tape in а video sale, The real problem is 
that simple one-liners are being set up as sketches, 
stretching the jokes way too thin. For example: a cash- 
strapped man develops a taste for dog food. He later dies: 
we're told, but not from the dog food — he falls from the 
sofa and breaks his neck whilst trying to lick his own ball 
Boom-boom! Except it takes five minutes to play out this 
scenario — and we don't get to see the guy licking his 
testicles either; surely an oversight in any comedy 

Dyanne Thome of lisa, She Wolf of the SS fame appears 
in the film as a seductive manicurist, using the pseudonym, 
“Penny Walters (and leaving one wondering what the 
connection could be with the earlier obscuro Hayes title The 
Sensuous Manicurist = could Thome's scene in Up Yours be 
culled from the eater picture?) Don Edmonds, Thome's 
director on the first two sa films, appears too, as a psychia- 
test's patient looking at ink-blots who delivers the old 
“You're the one who drew the dirty pictures gag. with Chris 
Warfield as the psychiatrist. In fact the cast is an 
exploittion-specialist smorgasbord: John Goff, Buck 
Flower's writing partner on Drive-In Massacre and Matt 
Ciniber's collaborator on the screenplays for Fake-Our and. 
Butterfly (and who played the abusive father in Cimber's The 
Wich Who Came from the Sea) turns up as The Devil, while 
Stafford Morgan, who also appears in The Witch Who Came 
from the Sea and Don Jones's The Forest, essays another 
couple of roles, You have to wade through an awful lot of 
rubbish о sce them, but anyway, now you know. 

"The 1980s saw the pomographic movie world change 
beyond recognition, and although Hayes gave the New 
ideo Order a shot it's clear that his style was never going to 
make the transition from story driven sex dramas to video- 
age smut. In 1982 he directed Pleasure Zones, as ‘Harold 
Perkins’. This online description gives you a good idea of 
how times had changed: “Beautiful newcomer, Rachel 
Welles, is our "Pleasure Guide," as she uses her incredible 
Bod as а sensuous, living road map while she describes the 
ecstasy derived from the proper caressing of the Pleasure 
Zones, As her gentle hands lovingly fondle her magnificent 
breasts, expertly massaging herself into а state of sensual 

excitement, she takes us on а visual voyage. Thus begins an 
overwhelmingly erotic avalanche of visual stimulation that 
will leave you limp with ecstasy.” Sixty minutes of fondling 
may take the viewer on а ‘visual voyage’ of some sort, but it 
doesn't make for cinema as such, and Hayes, whose roots 
were in psychological drama and the theatre, must have felt 
the game was up. 


Back to the Theatre 


fier directing an episode of Tales from rhe Darkside called 
“The Madness Room’, starring Stuart Whitman, and one 
more ‘Harold Perkins’ outing, comprising two segments of 
the 1985 multi-dreetor porno flm Working Girls (namely 
“Male Hooker’ and ‘Learning the Biz’), Hayes ~ and ‘Harold 
Perkins’ = retired from the film industry. Instead, he turned 
back to his first love, the theatre, staying active through the. 
directors unit at the Actors Studio, and through Theater East 
in Los Angeles. His one-act play The Front Room was. 
produced at Theater East as part of the 1987 Fringe Festival. 

Hayes married Ellen, Ње sister of his second wife, 
1986. The two of them had been good friends ever since the 
mid-sixties, but their romantic relationship took off in 1983, 
when John helped Ellen through a serious illness. With а 
stable and loving relationship to rely upon, Hayes varied his 
endeavours and maintained numerous interests outside of the 
movies. He ran a catering business for a while and spent a 
lot of time studying the saxophone, listening to jazz and 
classical musi, and rebuilding old pianos. In the nineties he 
leamed to edit on computer and studied a variety of digital 
camera systems. He even re-opened Clover Films, with plans 
to write and direct short dramatic films on tape. His last 
produced drama was а half-hour piece called The 

hborhood, with his friend Paul Carr аз actorproducer: 
the themes were drawn, as so often, from his Irish American, 
New York youth. He was planning to tighten and re-edit the 
result before becoming ill. He died of cancer in Burbank 
California, on 21 August, 2000. He is survived by his wife 
Ellen, and two daughters from his first marriage; Alisa 
Shepard and Deborah Copher. 

Ellen Hayes recalls: "John was fast and decisive as a 
director but always relished the rehearsal process most. He 
trusted actors and listened to their input but believed the 
director was ultimate dictator. His concentration was fierce 
and he believed total effort and loyalty were due every 
project, no matter what йз artistic merit. If this sounds 
humourless, the opposite was true. He was а very funny man 
who didn't take himself too seriously. In writing he didnt 
like gags or one liners, preferring situational humour, Jack 
Colvin, actor, director and acting teacher, was a clos friend, 
having met John, 1 believe, at Theater East. They would 
schmooze for hours on the phone about movies, the theatre, 
vaudeville, burlesque, old songs and New York. Among 
the films John admired most were The Entertainer, Whos 
Afraid of Virginia Woolf?. Our Town and Laura (for its 
photography). Good acting moved him emotionally. | once 
caught him with tears in his eyes watching a comedy. It was 
Glenn Closes performance in Altman's Cookie’ Fortune.” 

Rue McClanahan also stresses Hayes's sense of humour: 
“During Shell Shock I remember him saying to me, “You 
know, a lot of people come up to me and say, “You're so 
authoritative. You never seem flustered. How do you do i?” 
PH tell you how I do it, Rue... I stand there and I look into 
the distance and I look as if l'm thinking of something, like 
I'm planning the next shot all I'm really doing is looking 
like Tm planning the next shot! And it fols everybody 
“cause it looks like 1 know what I'm doing?" 

McClanahan was well aware that Hayes's humour was 
set against a background of personal trauma: “He'd had a 
difficult childhood, raised by his grandmother and his uncle. 
Не wrote short stories that were funny, but touching, sad. He 
was so disturbed and unsure of himself as a person because 
of his bad upbringing. His father died, whom he never lived 
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with, and he took it very hard, hen his mother Kate died, 
‘whom he was very fond of, and he took that very bard too. 1 
visited him and Ellen ín Hollywood every time 1 went out 
thereto do something, and the last time 1 visited was about a 
year before he died of cancer. He was obviously very weak 
and rather frightened, because it was not curable. ГА had 
breast cancer by then, and I tried to boost him up and. 
explain that he was going to get better. The last time 1 saw 
him he was standing in his sitting room with Ellen as 1 was 
leaving. and he had а big smile оп his face, as he often did: 
һе was a wonderful ma 
John Hayes was a tireless lover of cinema whose best 
work has frequently been either ignored ог lost in the 
commercial shue, with only his more avowedly cultish 
films, the horror titles, tending to attract attention. 1 hope this 
chapter has shown that there are many more Hayes films 
deserving of scrutiny. Personally. 1 find that wit 
feature films still to see, 1 have not yet assuaged my curiosity 
about the man and his work. Perhaps this chapter will serve 
as a springboard for other writers, who will eventually add 


these tantalizing missing titles to their own studies. And for 
horror 


ns who, ike me, love Grave of rhe Vampire and 
Dream No Evil, the carcer of John Hayes provides a startling 
example of the complex life stories that can е behind those 
battered old VHS tapes, 


1 nd As а Man by Calder Willingham: workshop performances 
10 and 17 May and 11 June 1953, Actors Studio. Cast: James Dean 
in a nonspcaking role as а serie: also Ben Gazzara, Arthur Storch, 
Williams Smithers, Albert Salmi, Anthony Francios, Peter Mark 
Richman, Director: Jack Garfein. As ей in Val Holley's book 
James Dean: The Biography 


2 Hanweg was on his way from Las Vegas to New York one 


night, as a passenger in а friend's car, when the driver fel asleep at 
the wheel. In the ensuing crash, Налњер was thrown from the car 
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and broke his back: he was a paraplegic fom then on. “He had been 
оп is way for an interview." McClanahan sighs. "His sister told me 
Tm prety confident that Norman was being considered for the 
position of drama critic at the New Republic magazine, and my 
memory is that he was heading East to explore that possibility.” The 
ise in the crash weren't even injured. He went through a lot of 
therapy after that and became very independent in his wheelchair 
He lived with me for six weeks in L-A., during my fourth marriage, 
and my husband did not take to that at all! But by then 1 was 
thinking of Norman as my best fiend. 

3 Te fim came out on tape in a зерне version in the USA, 
боп Paragon Video. 


4 Rue refers to her third husband Peter DiMeo solely за “the 
Italian” nd refuses to speak his name! 

$ Rue McClanahan thinks it was closer to 1964 

в 


“1 know John, Раш Hipp and Henning Schlleryp did a film on 
the original group of astronauts, but 1 don't know the lle; says 


The cover of Something Weird's cassette promises seventy tine 
minutes but the actual print rans barely seventy, sa perhaps the sex 


8. Cady followed Mama’ Dirty Girls with two blaxploitation 
fies, Black Samson and Black Stare, both 1974, and Kiss ofthe 
Tarantula by Chis Munger in 1976, 


9 The original tile was probably Up Your Ladder: which is the 


name of the tile song, and is referenced in the production company 


тате set up for the project, The Ladder Filin Co. The film appeared 
‘on the British video label Apex as Up Yours, with a title card slapped 
over the opening credits to back it ир. The tile Up Fours: Rockin 
Comedy is hander to atribute specifically 


10 Colvin was an actor in TV's The Incredible Hult, in which be 


played the regular character of nosy reporter and Hulk-humer Jack. 
McGee 


or (also edn 


Ladder aka Up Yours -A Rockin Comedy (e dr E 


as Harold Pedins - мо segments: Male Hooker and teaming 
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What Really Happened 
to Tony Vorno's Victims? 


Daniel Disomma on Victims 


Victims (1977) 


lie (Tony Мото) is in trouble. He's coming арап. His 

shrink Dr. Russo Jerome Guardino) believes 
hypnotherapy will tap the root of his problems, but for. 
Paulie its already too late. Every close encounter he has 
with the opposite sex costs another woman her life, while 
stirring up memories of his prostitute mother Paula (Lois 
Adams), who let him at the tender mercies of Sheila 
(Brandy Carson), a sexually abusive alcoholic hooker, and 
Charlie (Bud Greene), her fr-from-tender pimp. 

This deeply downbeat serial-killer tale never received 
an American release, and sank without trace when released 
in Britain оп the Video Unlimited label in the early "80s 
It has been criminally neglected ever since. Victims has the 
studiedly grimy ambience of Joseph Ellison's Don? Go in 
‘the House (1979) and the no-bullshit verisimilitude of Joh 
MeNaughton's Henry: Portrait of a Serial Killer (1986) — 
it may be hard to find, but sourcing a copy should be а 
priority for anyone interested in low-budget, high-quality 
American horror. 

Central to the film is a carefully-observed performance 
by actortumed-director Daniel DiSomma. Describing his 
approach as “a composite psychological profile drawn from. 
my interest in psychology and sensitivity to the subject 
DiSomma offers а portrait of a man weakened by 
childhood trauma, a fragile vessel set to explode at any of 
life's frustrations. Billed under his pseudonym “Tony 
‘ome’, DiSomma plays Paul/Paulie as a “bad actor’ 
the American vemacular — someone whose mask of glib 
sincerity sets our nerves obscurely on edge. When the mask 
slips, Раш lurches into madness, in а nervy, alarmingly 
plausible way that captures the enraged disappointment of a 
losertumed-killer. When they come, the murders — 
although not especially graphic — have a grim intensity 
born not of lovingly detailed flesh wounds, but of palpable. 
fear and fury. 

‘The backbone of Victims is its cast, and their 
experience in Los Angeles theatre shines through in scene 
afier scene. The film suffers none of the drawbacks one 
associates with low-budget film acting. Each and every part 
is played well: in particular, the key scenes between Paul 


and his female victims are fraught with ferocious tension 
and believability. Victims has none of the kitsch value you 
get from bad acting; and just as importantly there's no 
inappropriate grandstanding, of the sor you might expect 
from stage actors unaccustomed to the sereen. Instead, 
DiSomma draws measured performances from his ca 
giving what could have been just another psycho-killer 
movie much greater credibility. 

‘The brain behind the backbone, soto speak, is 
DiSomma - as writer, director and star. He treads a fine line 
n the earlier scenes, with "Рашіс' coming across as both 
sad and rather comical. We see him driving around the 
sleazier streets of LA., fulminating under his breath about 
the permissive evils to which he's clearly drawn, like a 
middle-aged, devlamorised Travis Bickle. Spying a cop 
(James Pascucci) shaking down a passer-by, he sides up, 
removes his sunglasses and winks conspiratorially, as if to 
congratulate the officer — before replacing his shades and 
‘riding into a sex store. Once inside, Paulie looks around, 
seething with the sort of hypocritically aroused moral ire 
that British readers will recognize as the modus operandi of 
the British tabloids, before haranguing the store-owner 
about the ‘sit he’s peddling. Having made his ‘point’, he 
struts out with an absurd "770 be hack” underlining his 
threat with a handful of popcorn thrown, with comic 
pettiness, at the store owner. 

Ви when Paulie encounters the opposite sex, we see 
what a danger he really is, and the smile is wiped from our 
faces. Victims shares litle with other psycho-horror films; 
there are no virginal final girls here. 
the female characters equally and makes no moralistic 
connection between their career choices and their fates. 
They're all just trying to make a living, and the whore who 
has to deal professionally with Pauli's hair-trigger 
violence is treated with as much sympathy as the 
unfortunate psychiatrist's secretary (Lenore Stevens) who 
finds herself stuck alone with him during her dinner break, 
or the luckless housewife (Patsy Sabline) renting out a 
room in her pleasant, sunny home. Perhaps the only 
difference between them is that the whore is harder to fool, 
since her work often brings her into contact with the dark 
side of masculinity. Initially unfazed, if watchful, she plays 
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along with Pauli's escalating violence, very little of whieh 
is actually sexual. She tries to manage it, contain it, о let 
him blow off ste 


sadness of the sequence comes from seeing this woman 


im and hopefully leave. The tension and 


feel her way through the encounter with a mixture 
workaday familiarity and fearfulness. She knows Paulie's 
dangerous, but sadly she needs the money. Perhaps he's 
only as dan 


us as the last fruitloop; perhaps he's а big 
spender: It tums out that Paulie can’t afford to pay, so he 
trashes the apartment, rips the woman's clothes, smacks her 
before handing her a 
paltry fistful of cash, promising to cough the rest up ater 


around, and generally runs up a bill 


but she counts her 


The victim is just glad that he's gone 
blessing 
Paule's attempted rape of Marian 


the psychiatrist's 


secretary, is quite honestly one 


the most harrowing and 
realistic depictions of sexual assault that I've seen in the 


movies. Rather than showing rape from the point of view 


of he rapist, Victims shows the reverse angle, as Marianne 
finds herself trapped with a man she knows to be insane. 
Social awkwardness inhibits Marianne's ability to control 
"he situation, and the camera sides with her attempts to get 
zid of him without letting her fear show. The rape, when it 
comes, is nowhere near as i 


aphi as / Spir on Your Grave 
(he high watermark for sexual violence outside of ротор. 
raphy), but the psychological detail and pinpoint perfect 
acting still take us terrifyingly close to the situation. This is 
no exploitation tease, no salacious fantasy. The horror is 
‘conveyed through naturalistic dialogue and skilled 
performances, Perhaps the reason this movie failed to find 
an audience was that it took too realistic ап approach to 
something most buyers would prefer to market as 
titillation? 

Fittingly, Victims has a claustrophobic quality. The 
outside world only gets а look-in via a radio phone-in show 
heard from time to time in the background, debating such 
topics as whether women secretly want to be ‘ravished’ 
DiSomm underlines the hell within which his characters 
live by means ofthe glib talk-radio format, а forum that 
offers itself as socially valuable when in fct it's either 
wallpaper for the terminally bored, or a meaningless corral 


from which lonely human cattle stare into the void. The 


io, far from offering а ‘healthier? life beyond Paulic's 
psychopathic delusion, implies that soc 
listener back to himself as cultural junk food. 


лу feeds the 


Movie flashbacks can be a pain in the ass. Badly 
written scripts often use them as а cheat, a lazy back-up. 
Not so here. Disomma uses them to show why Paulie has 
become such a danger to women 

that we could just as easily call the other scenes flash- 
forwards. The way they're incorporated ensures that the 
past is always there alongside the present; as befits Paul's 
mind-set. There's an agonising verité feel to the scenes 


where desperate, alcoholic Sheila ‘seduces’ Paulie, 


similarly painful rea 


ty in the scenes where his mothe 
prostitute at the mercy of her violent pimp, tries unsuccess 
fully to incorporate child-rearing into her disordered life. 
You could show Hictins on a double bill with Asia 
Argento's superlative The Heart Is Deceitful Above All 
Things (if you wanted to send the audience home in search 


of a razorblade), 

Victims risks alienating the hang-'em-amd-flog-'em 
nding sympathy to the killer, but it's 
DiSomma’s insistence on showi 


crowd by ext 


мие as а victim too 
that gives the film moral weight. Even the use of the name 
Paulie’ instead of Paul stresses the ev 

this psychotic ruin of a man. The 

something no civilised person argues to defend, and yet 


-present child in 
abuse of a child is 


we're often unwilling to extend sympathy to those whose 
crimes are borne of childhood suffering. "Give us the child 


and we'll give you the man,” say the Catholics: it may as 
well be the child-molester’s motto. Those who try to show 
such consideration are frequently accused of being more 
interested in defending the killer than the victim. 
DiSomma dismisses such heartlessnes, showing his 

tor by expressing compassion for all 
his characters. Even Sheila, the sexually abusive hooker 
who molest litle Paulie, is depicted as а pitiful wreck, 
‘caught in the toils of drugs and drink and loneliness. 
Echoing both Psycho and the sorely under-rated Deranged 
DiSomma includes a shot of Paulie speaking with his 
mother's voice coming from his mouth. In this final 
conflation of victim and aggressor, we're reminded that the 
title of he film embraces Paulie too. 
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Daniel 


DiSomma 
Interviewed 


Early Days and Hayes Days 


nel DiSomma (aka Tony Мото, aka Sebastian 

Gregory) was born 12 April, 1927 in the city of White 
Plains, New York, of Italian immigrant parents. He entered 
the US Navy in 1945, and afier his discharge studied acing 
with Joseph Anthony and Lee Strasberg, subsequently 
landing Broadway roles in Tennessee Williams's Camino 
Real and Arthur Miller's A View from the Bridge. Off 
Broadway he appeared in Cocteau's The Eagle Has Tivo 
Heads with Colleen Dewhurst. These early acting experi 
‘ences were to play a significant рап in the genesis of 
Victims, as DiSomma explains: "The Actor's Studio in New 
York inspired me to work the way 1 did. In the 1950s, two 
plays that made it to Broadway — End Аз а Man and 4 
Нари of Rain — were both developed in a workshop 
atmosphere at the Studio. At the time 1 envied those at the 
Studio with the opportunity to work in such a concentrated 
form for months on end, much like imagined The Moscow 
‘Aris Theatre did. The results could be very rewarding. This 
is the way I wanted to work and eventually 1 did, with 
Tictims, Michael Gazzo, playwright of Нау, lived on my 
‘block in Manhattan, in an area known as Hell's Kitchen. His 
apartment cost thirty two dollars a month, mine fourtcen- 
ninety-five! These were cold water flats which meant no 
heat, no hot water, most with toilets down the hallway. One 
‘was able to survive on very little in those days.” 

“This insalubrious setting, however, was to play a major 
part in DiSomma’s career development: “Mike Gazzo made 
it big and moved out, and John Hayes moved in. John was a 
dear friend of mine for years and years." Both Hayes and 
DiSomma moved from New York to California in the late 
1950s, Hayes was looking for financial backing to make his 
fist feature, having produced a shor film called The Kis, 
nominated for an Academy Award in 1988, Once settled in 
Hollywood, Hayes parlayed the success of The Kiss into a 
feature deal: the result was Walk the Angry Beach (1959), 
written, produced and directed by Hayes and starring 
DiSomma as “Tony Vomo’, alongside future TV sar Rue 
McClanahan, here making her Feature debut. The film, which 
is explored in more detail elsewhere in this book, played a 
few dates in the Southern States but went unreleased 
elsewhere until 1968. Other productions with John Hayes. 
would follow, including starring roles in a handful of 
Hayes's early, less explicit sex dramas: “I was the ‘lead stud” 
in his sex movies,” jokes DiSomma, “but we were not 
hardcore, it was boobies and panties, that was as far as it 
went. Help Wanted Female was the first softcore John Hayes 
wrote and directed, with me playing the male lead. John was 
billed as “Harold Perkins", I was ‘Sebastian Gregory’, John 
and a typewriter salesman, Dan Cady, formed their own 
‘company, Clover, to make and distribute softcore fms." 

DiSomma has used several pseudonyms over the years: 
“Аза young student actor in New York, I was told by an 
agent that he saw stardom for me with the name Antony 
Nomo - Hell, he could call me Archibald Leach if it was 
going to make me a star! So many actors changed their 
names in those days, notably Tony Cuntis, originally Bernie 
Schwartz. | used Tony Vomo as actor in Paulie because flt 
a separation between myself as actor and writer-director”! 


On the Road with Hopper and Fonda 


їп 1968, DiSomma took a job on one of the defining films 
of the decade, Easy Rider. A crew list for the film shows 
DiSomma as 2nd Assistant Director, although the screen 
credits have him listed as Location Manager. This dual 
credit is typical of the nature of this production, where 
participants wore many hats and unionized regulations. 
were largely ignored. Although location manager responsi 
bilities usually took DiSomma away from the day of 
‘shooting and on to the next location, he remembers: "When 
1 теште to the set on occasion, 1 would take over as 
Assistant Director, although the job was no more than a 
traffic cop.” 

As Peter Biskind details in his book, Easy Riders, 
Raging Bulls, months before principal photography on Easy 
Rider began, several scenes were shot in 16mm in a New 
‘Orleans graveyard, depicting the central characters on acid. 
"This footage, shot February 1968, was then presented to the 
studio to secure financing. Only then was the film mounted. 
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vs sex comedy Come One 


ca Meni 


with a more typical pre-production schedule. Аз DiSomma 
recalls, "Dennis [Hopper], Peter [Fonda] and Paul Lewis 
[production manager] drove across country to New Orleans. 


most of the tip 


as along Route 66, an important highway 


in those days. They would enter a town or some other 
location 


Vd make notes on the places where they wanted to 

fil, 1 was given these notes. clipped them to my legal size 

clipboard and, with a New York production car, went on the 

road." One of the sequences DiSomma worked on was the 

redneck café scene, where Hopper, Nicholson and Fonda. 

encounter small-town bigots whilst trying to buy breakfast 
1 found lots of youn 


people, a Deputy (he was for real), 


rest faces, My job was to set the 
appear in the scenes 
the owner was behind the counter. 1 


character people 


locations and arrange f 
When entered the 
told her we would be shooting a movie in town and would 
like to film in the café, She knew 

the fish camps nearby. Travelling ab 
‘much of the time, the telephone was my ally. Whi 


people u 


ieryone in town and in 
ad of the company 
le Pd be 


other locations miles away, Г call her two, three 


times a day, making sure that everything was taken care of 
When the company arrived in town, everything was ready 
the townspeople were waiting to participate. | remember. 
Dennis excitedly 
asked, "Where did you get all these people?” ‘Hell’, I said. 


When 1 retured to the set that moming 


just tumed out the whole town,’ OF cours, with my lady 
behind the counter it was easy 
Another chall 


DiSomma managed was the 

Pueblo of the Taos tribe of New 
Mexico, as DiSomma evocative This s 
but a moment on screen, yet meeting with the Council one 


arrangement to shoot i 


relates: ene was 


night to discuss filming there was only one concession they 
made to the White Man's civilisation: Coleman lantems lit 
the cool adobe walls and the manicured dirt floor. 1 felt 
privileged being there. Their spokesman was the only one 
Who spoke to me in English. The others spoke through him 
in their own language, A dispute arose from the fact that the 


= 


COME EINE, CAME ALL! 


tribe was under the impression а photographic unit was 


going to take some stills. They were not aware it would be a 


movie company. 1 was able to solve the financial 


arrangement differences with a plea to the Council that a 
compromise had to be reached or we couldn't afford the 
location. I felt 1 was in a John Ford movie negotiating a 
ему on the frontier 

Then came the parade sequence: 
Mexico. Brief shots of Peter and Dennis riding their bikes in 
Parade, getting arrested, landing in jail. With police and 
Chamber of Commerce cooperation 1 was able to have those 
involved standing by сапу in the morning waiting forthe 
company to arrive. By that time 1 was in Texas, Amazing 

people had in a man with a clipboard!” And if 

was needed, DiSomma rose to the occasion: “I 
think they thought Henry Fonda was coming to town. I did 


‘Santa Fe Springs, New 


slur over the first nam. 
Like all ока 
‘eu on Easy Rider, sometimes at risk to the (nonetheless. 
willing) crew: "The script called for the final scenes to be 
shot in Florida, but we ended outside of New Orleans, 
Louisiana. The heat and humidity were terrible. The last 


features, comers simply had to be 


shots of the movie, taken from a helicopter, would have heen 
banned that day if the authorities had known a helicopter 
жаз going to гу to lift off in such heavy humid air. That is 
what the pilot told me. With a great deal of effort he lifted 
off; Cameraman Laszlo ‘Leslie’ Kovacs was taking his life 
in his hands that day. The cooperation 1 re 
location we needed was ma 
be a part of the project and at so litle pay. During the time 
owe spent in Texas, Dennis, Peter and Jack wouldn't spend 
the night there; they would drive to Taos, New Mexico — at 
and retum the next day 
spaced out. Texas, then and now, has such ridiculous laws 
about drugs. A itle pot would land you in jail. 


cived on every 


gical. People were so willing to 


э a thousand miles round trip 


Come One Come АЙ this far and по further... 


Having 
making softcore sex films, DiSemma decided to try his hand 
at the directing 
(1970) This frivolous erotic comedy, about а put-upon 
Lothario (DiSomma) so exhausted by the demands of his 
female admirers that he fakes his own suicide to escape 
them, is considerably lighter in tone than the Hayes films and 
Victims. A vanity project built around DiSomma’s central 
performance, it could perhaps have used а little more ай, 
plot wise, as he central conceit is overstretched. The most 
enjoyable рап of the film come when Disomma/Vomo. 
playing an aspiring writer, touts his idea for a serenplay 
around the Hollywood B-picture studios, giving the viewer a 
rare glimpse into the subterranean film industry of the late 
* light hearted spoof lost out to 
er sex films, and 


his friend John Hayes cut а parallel career 


game, The result was Come One Come All 


sixties. However, DiSomma 
the rising trend for more explicit, aunch 
although it received а few good notices it failed at the time to 
ignite his directing career. The times they were a-changin’ 

and fast: perched as it was on the lip of the new pomo- 
decade, Come One Come АП suffered from bad timing on 
two counts: Wen it was shot, in 1970, the sexual frankness 
of Deep Throat was still two years away: "In Come Оле 
Come АИТ showed pubie hair and the distributor was up the 
wal!” DiSomma remembers. Then gallingly, two years Inter, 
when the film eventually received some distribution, he 
found he had missed the boat: “It hit right at the time that 
hardcore came in, and softcore just didn't matter any more. 


Nightmare USA 


wing pubic hair was noth 


compared to what took 


ке" DiSomma was unlucky: making just a modest 


yay at a time when pom movies were about to 


gh the roof. "Come One Come АЙ cost me on the 

side about $15,000 and 1 made maybe 50% profit, paid 
ne off and made a little myself,” he shrugs 

ior to shooting his own picture, DiSomma ha 

peared in one of John Hayes'ssex-fhemed “Harold 


kins" movies, Baby Vickie (1969), in which he played a 
is with whom Vickie is obsessed: “I also helped with 
tuction in San Francisco,” he remembers, “In those days 
s was out of bounds for hardcore. Now the San 
iles, is dotted with small 
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making hardcore 
was to reach his tolerance limit, when it came to working 
опе of Hayes's bleakest, hardest, most pom 


But seven years later DiSomma 


raphie films: “1 
didn't last long on Baby Rosemary. Two days into shooting 
as sound man, 1 couldn't handle it 


it all seemed so 
meaningless and degrading. | left, retuned home to Los 
Angeles. John's distributing company needed product and 
hardcore was in — but 1 was out.” 


Paulie 


directing and starring in Victims. The project began 
life as а script called Paulie prepared by DiSomma at 
les. Theater East was a workshop 


for the presentation of new material written by members, 
critiqued by a moderator and others in the group. DiSomma 
remembers that, “At times plays would be pres 

paying audiences. Actors Equity, our st 

policy allowing actors to perform with very 
theatre has а Seating capacity of ninety nine or fewer seats, 

I not acting, members would help with costumes, props 
and sets. 1 joined Theater East with a specific project in 
mind ~ Paulie” 

After honing the script through repeated exposure at 
Theater East, principal photography took place over four 
weekends during the Spring of 1977 on locations in the 
Hollywood area ~ Mulholland Drive, San Fernando Valley 
budget raised by DiSomma's 
s, who acted as executive producer. 
The budget was limited to “inthe-can’ costs only ~ enough 
to pay for a work print and for all the 16mm photography to 
be shot, developed and synched. "My low budget dictated 
the shooting schedule,” DiSomma explains,“ rented 
camera and equipment on weekends. We would pick up late 
Friday aftemoon, having to pay for Saturday only. We 
would start shooting Friday night, continuing on 
Each sequence in the film was designed to be shot as a 
contained unit. One we: 
psychiatrist and another 
Film takes were at а minimum ratio: two or three to one. All 


ed for 


union, has a 
itle pay if he 


and Santa Monica - wi 


wife at the time, Jeanine 


tunday 


Sunday. Equipment was retumed Monday moming. 


cend for the mother, another for the 


the hooker’s apartment, ete. 


major scenes were presented on stage at Theater East prior 
to the чап of film production, and all cast members, with 
the exception of the psychiatrist, belonged to the group. 1 
had the opportunity to work in close collaboration with the 
actors to develop my characters: this meant that most of the 
time our shooting schedule was devoted to camera angles, 
lighting, sets ete. The actors knew what their tasks were, so 
that even when some nudity was expected, they wer 
s for his own perform 
he laughs, "so 


effortless in expression". 
director and an actor, | could do no тог 
the best and the worst comes out” 

Initially the film was to have been shot by Henning 
Sehellerup the DP on some of John Hayes's films and 
DiSomma’s Come One Come All. At the last minute, Ray 
Ieely, an assistant cameraman on several Dan Cady produc- 
tions, stepped in: "Ray Icely didn't have the pace 1 wanted, 
but I got a quality with Ray which 1 couldn't duplicate with 
my other DP, Henning Schellerup. 1 was shooting in 
negative stock 16mm, very difficult to light, and Ray was 
not quick at lighting. So we went for reversal stock, where 
less lighting was involved: But it tumed out that all the. 


scenes | shot in reversal stock were the scenes in flashback 
with the hooker and the mother. If I'd known I'd be going 
to TV and video only, I would have shot it and printed it in 
16mm and never gone to 35mm, because 35mm blow-ups 
cost me half the budget. 

Не continues: "Small as the budget was, everyone 
involved in the production was paid. 1 hired a small 
projection room and showed the film to small groups of. 
friends and business people to raise enough money to finish 
the project.” Seraping by in this way, the film was readied 

о potential distributors. 


Distribution Hell 
The last chapter of the Paulie story is a familiar one to 
those who've studied independent filmmaking. DiSomma 
explains: “Distribution became a nightmare in part because 
‘of our naivety. We had several private screenings for 
average movie-goers and professionals, soliciting their 
comments with a questionnaire. The distributor, Shel Haims 
эй! he had an angle. Every low 
budget, independent film has о have an "angle 1 guess. At 
the time the Hillside Strangler dominated the news. Hyping 
the similarities, adding narration and some additional cuts, 
would add to the shock value. At first 1 bought the program. 
Publicity began to go out an article in the The Hollywood 
Reporter = publicity to theatre owners for bookings. Аз L 
was working on the changes, he presented us with a 
contract Н called for all monies received from foreign 
distribution to be his without a share retumed to our 
company and investors. I pulled the plug. 1 had the sense to 
realise he would pocket any monies received, foreign or 
domestic. Professionally, 1 might have received some media 
cognition. А clip of the film was shown on ABC Network 
News tying it to the Hillside Strangler case. According to 
the distributor, I was unavailable, and he himself appeared, 
clip in hand, for his moment of fame, Knowing I would no 
longer cooperate with him, he attempted to seize my 
negative at the lab, under the ruse that he was now the 
owner. He took us to court and tried to get a judgement that 
1 tum over all material pertaining to the film. He failed. A 
dream tumed into а nightmare and the film has never been 
released in the United States, Canada, Mexico and South 
America. In 1982, Transcontinental Pictures Industries 


of Films Intemational, 


Nightmare USA 


became our distributors, They never made it clear that the 
‘only market open to them was foreign home video. Their 
sales pitch was they would guarantee a sale to the UK for 
15,000. Other sales were Australia/New Zealand $4000, S. 
Arica $4000, Taiwan $3000, Holland $3000 and Israel 
S900. Total received by Somma Films after distributor's 
percentage and additional lab costs was $1,699. 
Disappointing to say the leas 

For DiSomma, this insulting payday for so much work 
ovd creati 


effort was the last straw: “I just dropped right 
out. got the film released in Europe, it was on home video, 

aid okay that's it, ean’ handle it any more. I went back 
and sold some family property, made a few bucks, took off 
in a motor home and travelled off, cross-country, went to 
Mexico and Canada, Even at this point, I'm wanting to do 
things, at seventy six years old. I'm living now up in the 

an hour away, 

which means I'd have to drive the freeways to get into 


mountains, about sixty five miles from L.A, 


Hollywood. I've been there, I've done that. I've done just 
bout everything you can do — whether people recognise it 


‘or not, / do! Sometimes as an actor you might have an 


experience on stage that is so unbelievable that it 
encompasses everything that's religious, or whatever's 


beutiful în life, and you're completely free as an actor, and 
Гуе had that happen to me, so nobody can say to me, “Gee 
I've been 

sublime! [laughs] And fortunately there were critics at that 
‘very moment, an article inthe papers about Му! of Rain, 
that says: Нар powerful, Vorno great!" Crazy things like 
that have happened in my life, but you know, I'm just not a 


don't you want to still act?” I'd say, “Jeez 


recognised person, that’s all 
Note: At present all contracts in the home video market have 


тип their course and DiSomma possesses sole rights to any 
Come All 


and ай distributions of Victims and Come On 


opposte page, sp 


The poster using the 


ie The Strangler credis DiSomma as 


DANIEL DISOMMA: FILMOGRAPHY AS DIRECTOR 


One Come At (aiso wit) 


Мапа 


egoy) 


Айтолу Lovers dir: Harold Perkins [John Hayes] (as Seboston Gregory’) 1974 


The Hang-Up — die. John Hayes (es “Sebastian Gregory) 
Соте One Come Al as-Sebasan Gregory) 

The Erat Adventures of Zorro (as ‘Sebastien Grego) 

Garden ofthe Dead - dir: John Hayes (as Tony Vo) 

Victims (вз Tony Мото) 

ibat Babysitor~ dir. John Hayes (as Tony. 


OTHER CREDITS: 


1969 Easy Re 


~ d Dennis Hopper (as Tone Мото) (cation manager] 
4971 Dream No Evi. dr; John Hayes (producion manager) 


1972. Grave of the Vampire - dir: John Hayes (as Tony Vomo) [poducian manager 

Mama's Diy Gris = dr. John Hayes (as Tony Vom] (sound recor) 

3976 Mansion of the Doomed - dr Michael Pataki (as Tony Уот) (boom. 
po) 
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chapter 14 


If At First You 
Don't Succeed... 


The Films of Tony Malanowski 


Night of Horror (1981) 


“The movie runs, 1 believe, about seventy five minutes: the 
st seventy five minutes of my life. I think it takes 
longer to watch than it did to actually make! 1 confess that 
1 haven't been able to endure it in its entirety for as long as 
Ive owned it" — Steve Saneltuhler star of Night of Horror 


Ми rors ta ick wala дыме 
choice, as you may feel like beating your brains out on 
the end of the movie, The extended opening scene 


ı's to come in uncompromising fashion, Two. 
aus. Stove (Steve Sandkubler) and Chris ("Топу Stark’ aka 
writer/director Tony Malanowski) perch on stools facin 

wall. We see them in long shot, backs to the camera. Their 
forlorn dialogue concerns musical aspirations (they're in a 


band, whieh is obviously going nowhere — as represented 
by the wall). There's a bare minimum of cutting, and we're 
ranted no close-ups: just a couple of opaque mid-shot 
profiles (and they're especially unrevealing since 
Sandiuhler's luxurious rock-star mane obscures much of 
his face). Their dialogue - mumbled, morose and 
directionless, not to mention peripheral to the actual story 
accounts for the first ten minutes of the film! Now th 
hardcore: it's like Andy Warhol in a major snit. 

But sorry. lovers of emptiness, the story has to be 
sometime. Rest assured though that it will all be conveyed. 
with the same flat, ungarmished glare throughout. Things 
creak ito first gear when Steve tells Chris what's really on 
is mind: he's back from a tip to the country, and what 
‘occurred there has been troubling him ever since, In 
prolonged flashback we sce why 

Steve and his three friends ~ Colleen (Gae Schmit), 
Jeff (Jeff Canfield) and Susan (Rebecca Bach) — take a 
weekend's drive to look at a property Jeff's father has left 
much screen time it should have its own agent) breaks 
down before th stranding them in the wilds 
Sounds like a typical lead-in for a rural-set horror tale? Not 
set-up gobbles nearly a third of the 
Tunning time. Before we can progress to the nub of the 
story, we're treated to a long, long take of the camper van 


» him in а will: but their camper van (which re 


If At First You Don't Succeed. 


driving from city to countryside, I's actually quite 
mesmerising. If you've ever recorded a holiday jaunt with 
ıa film ог video camera, you can appreciate whe 
sequence is coming from. The camera gazes гарду through 
the window and one can almost ecl the excited enthusi- 
astic energy behind the lens, the camaraderie of the cast 
and tiny crew (very tiny as it turns out), little more than a 
group of friends out for the weekend , hoping to make a 
movie in the process. This ‘outboard shot is held so long 
1 found myself somehow transported, watching the 
motorways and bridges and country roads slip by asi 1 
were there on the day, a ghost haunting the filmmakers. 
(The downhearted music also helps, as ong as you're 

to slightly overwrought vamping on a cheap 
synthesized piano. I know I am.) 


amenable 


Eventually, the four friends jump out to stretch their 


legs. Then — to gasps of astonishment from the unwary 
Viewer = they re-embark and hit the road again. Steve takes 


opposte page 
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а shine to Colleen, who's been getting “the worst 
vibrations” since the funeral. She reads Poe aloud, and 
predicts problems ahead. When th 


previously unflappable Steve, who must never have 


е van malfunctions, the 


encountered а Goth before, is freaked: "That was the first 
real prob 


even happened. They all went ош to se 


m of the rip. Colleen knew something be 


‘on. 1 sat frozen in the back. No way was 1 going out where 


the rest of them were goin 


By the way, do you like the music yet? Please try 
there's lots more to come 


you're to accept 
Malanowski's stow, uneventful takes and static, stubbornly 


thetic compositions, you'll need the score as your 


ly. I has а bright but somehow morbid quality, like 
sunlight throug 
heartstrings are bei 
the script de 


ıa hearse window. Somewhere 
tugged, although on whose behalf 


laborate. I find myself sinking 


deeper into the music, and | wonder for a moment if I'm 
being hypnotised when, forty minutes in, it occurs to me 
that I would like to buy the soundtrack album. 

As the camera directs its moribund gaze at the 


broken-down van, Steve's plaintive voice-over seems to 


' sounded Ще the 
Ws like a 
yg its own failure, a perception which 


emanate from inside the vehicle: 
mufler, maybe the whole exhaust is shot 


talking van explain 
makes me realise that Night of Horror, for all йз apparent 
simplicity. is playing with my head. Perhaps 1 shouldn't 
have eaten those funny little mushrooms. 


Spook time. A patrol of undead soldiers gather in the 


dows... There's been much debate among fans about 


the relative merits of slow-moving versus running 
zombies, but no one's ever lit a torch for Malanowski's 


version; the standi 


bit, callin 
Only later, in the remake (The Curse of the Screaming 


them zombies: they're really more like ghosts 


osts they're 
in a blur 
somewhere, never straying into the same shot as the main 


Dead) do they chew flesh. But even as gl 


reticent bunch: a half-dozen soldiers standing 


cast. Steve, Colleen, Jeff and Susan sit blank-faced 


ind the campfire, listening to the undead's leader as be 


describes — in a hoarse, virtually incomprehensible voice 


the misfortunes of his Confederate army unit. Each 
syllable із drawn out like а death-rattle; so much so that 
you can easily forget the one before, The monologue 


‘becomes detached from humanity: it’s barely a voice any 


more, it's like listening to a faulty central heating system. 


when you're running а fever, or playing a gigantic, 


unfinishable audio version fatally 


of “Hangman 
abstract-minimal, Ten minutes of footage shot at а War 
Games Society (Yankees vs. Confederates) sends the 


bemused viewer on vacation from the plot, while a 


vocalieuitar rendition of the main theme plays on and on. 
Atlas, Steve summarises the essence of the zombie 
couldnt b 


They actually thought that Colleen was the reincarnation 


soldiers story lieve what I was hearing? 
ofa woman from over one hundred years ago. 

The four friends decide they've heard enough of this 

lunacy and, to sobs of gratitude from the audience, get to 

Ihe road. Steve trudges along 

1! was my last 


their fet and head back to 


behind, fantasising heroies over Colleen 


hance, a chance to possibly save her from all this 


madness. But all | could think of was getting the camper 
fixed. 1 was obsessed. If I could da that, maybe everything. 
in. 1 followed Colleen into the 

ез» broken only occasionally by the 
The three friends bury a skull at 


would be sane 


darkness, the dar 


now harsh moonlight 


Nightmare USA 


the exact spot requested by the ghosts (for reasons lost 
somewhere in the folds of tat fouricen-minute soliloquy). 

1! was here that the hauntings were laid to rest" assures 
Steve. "Then... беп Colleen. 
deep trance... she prayed over the grave.” The piano 
theme swells yet again, the ghosts gasp their appreciation. 
and the brownish video transfer sucks the actors away 
into a rectangle of soil bulging from my television like 
rising bread. 

1.1.2.3, you're back in the room: and like a true. 
syelical nightmare, we retur to hear Steve telling Chris 
his problems, both men stil perched on stools against a 
plain wood-finish wall. No camera movement, His brain 
aching, Chris goes outside and stares into the swimming 
pool. “Try not to expect roo much," mumbles Steve off- 
‘camera, in the last, epigrammatic words of the film. 

rs almost impossible to explain why this film should 
sive me pleasure, even as it drives me nuts. Tony 
Malanowski has concocted an experience beyond the pale 
for all but the most dedicated students of anti-cinema It 
feels like a dream you might have had under the influence 
of a bad drug, or a nightmarishly depleted and inertial 
scenario circling round and round in your brain during 
detox. Maybe I'm enthralled because 1 feel like it's atthe 
end of the line for horror, for bad films in general, Is that 
И? Is Night of Horror the worst film I've ever seen? 1 
have to say no: despite its extraordinarily slow pace and 
its total lack of action and thrills, Night of Horror pleases 
‘me more than а whole cartload of bigger, more presti 
gious productions. By most "objective standards, Night of 
Horror is Pottom-of-the-barrel, but I've watched it three 
times and will probably watch it three more, "Bad 
movies’, as we all know, are not the worst movies. 
Mediocrity is the only real crime in cinema, and Night of 
Horror is, in some mad way, extraordinary. 

I've always been sensitive to mood in the movies, and 
I'm frequently drawn to films where the mood is 
dominant over plot and coherence. Night of Horror is a 
азе in point. 1 respond to its moroseness, its ambience of 
dereliction, its sludgy melancholy, and on a humorous. 
level to its perversity, its lack of all the things you expect 
from even the cheapest exploitation films, And if you. 
disregard notions of entertainment in the usual genre 
Sense, there's still some tiny flame alive here, captured in 
the fragile trust of the director that we might keep 
watching, wrapped up in the lugubrious music, in the 
inescapable nostalgia of film itself. Cinema is a time 
machine: in some strange way 1 feel as if I've lived a day 
in the life of Tony Malanowski, tagged along with Steve 
Sandkuhler and friends — an experience that feels almost 
эз real as the ones preserved in my own ancient 
photographs from the early eighties, places 1 went, days 
‘pent idling and wandering, friends 1 used to know. Night 
of Horror is а terrible horror film, but against the odds it 
has an unexpected warmth, а peacefulness, and a glow in 
its flickering nothings, 


now thoroughly... in a 


Postscript from Steve Sandkuhler: "... Understand, 
though, that the finished product was not the real final 
product at ай. Night of Horror evolved into the bad - but 
better - The Curse of the Screaming Dead. Not many. 
people get the opportunity to be in something that even 
remotely resembles a feature length film. And Curse = 
‘without even trying - was ооо camp! All five of my 
Kids love making their friends watch it...” 


If At First You Don't Succeed... 


The Curse of the Screaming Dead (1982) 


The Curse of the Screaming Dead follows the adventures of 
three couples as they head into the woods on a drinking, 
shooting and arguing holiday. Before long they've added to 
their woes by stumbling upon an unmarked graveyard 
‘occupied by belligerent, if initially dead, Confederate 
soldiers. When selfish, hot headed Mel (Christopher 
Gummer) steals а stray artefact precious to the soldiers 
(inked to their painful torture during a Union massacre), the 
scene is set for a mass zombie uprising, Baltimore style. 

This is Tony Malanowski’s second stab at the same 
story, and at first glance The Curse of the Screaming Dead 
and its precursor Night of Horror are cut from the same 
cloth, They're each of them rife with padded dialogue and 
actionless longueurs: both are built around the same very 
specialised theme in an already specialised sub-genre — not 
just Zombie Movies, but Zombie Confederate-Soldicr 
Movies! — and they feature many of the same cast 
members, There's good reason for this, as Tony explains in 
the interview later in this chapter, but initially you tend to 
recoil from the repetition: he ultra-low energy levels, long. 
takes, and drawn out elaborations of the simplest set-ups. 
The meandering dialogue is perhaps the biggest stumbling 
block for most viewers. Talk is, after all, frequently the 
genre's enemy; unless it's very well written it stymies both 
mood and action. Night goes further, interspersing very 
ong dialogue scenes with actionless mooching around. 
Curse too opens with a good forty minutes of verbal filler, 
but eventually digresses from its predecessor by handing. 
the viewer a lifeline, in the form of some genuinely 
actionfil horror. 

‘Watching both films gives us the chance to adjust to the 
director's style. Night of Horror. easily the most “difficult 
ofthe pair, takes on a battered poignancy next to the more 
polished The Curse of the Screaming Dead: whilst Curse, 
seen after Night of Horror, assumes heroic dimension 
triumphant second stab at the same story, showing growth 
and advancement in just about all areas, The two are 
twinned so closely it'd be fun to see them projected 
alongside each other like some avant-garde underground 
movie = the Chelsea Girls of zombie films. Well, I'm 
funnin’ you a little, but don't get me wrong - 1 cherish 
these movies. No one is going to claim them as neglected 
masterpieces, but there's a windswept, Night on the Bare 
Mountain frugality, a determination to make something out 
of almost nothing, that shames many a more complacently 
budgeted horror. 

For ll this talk of limitations, Curse really springs to 
life when the living dead attack. The zombie make-ups and 
mask designs are almost Fulei-esque at times, and the 
scene where the ghouls rip yards of intestine from the 
abdomen of a policeman is wonderfully gruesome and 
‘convincing (summoning fond recollections of Jorge Grau's 
The Living Dead at Manchester Morgue and Jess Franco's 
Devil Hunter). There are numerous incidental pleasures. 
along the way: the music, for instance, has an unexpectedly 
jazzy feel redolent of The Mike Westbrook Orchestra, 
whilst some cues, built around a chugging bassline and 
choppy strings, resemble Michael Nyman’s work for Peter 
Greenaway (1 kid you non). Try imagining the movie 
burdened with a regulation synthesizer score, like the one 
that screws up Charles MeCrann’s Forest of Fear, and 
you'll appreciate how much the composer has enlivened 
the film by thinking outside the genre box. 


те Cin of the отн 
The Cue tt Crit 


асны cape тж 
Dav Donoho, Night of Hore saec 
Mec Wizard uses hà "smoke ager 


Mel Christopher Guinan nais $o юа. 


The cast attack their roles gamely: Steve Sandiuhler's 
Wyant is a livelier creation than his ineffably morose 


character in Night of Horror, and Rebecca Bach is also 
e likes 
dislogue docs give her extra 
snipes at Women's Lib). An emphatic р 
Christopher Gummer makes mean-spirited Mel the most 


mo le here as the argumentative Sarah (even if the 


im only to mock it with 


perversely likeable character, as if 


he actor has personally 
taken charge of ensuring эп' lide back into 


the Night of Horror doldrums. There are a few m 


fires 


though: Mimi Ishikawa, the pretty young actress who plays 
paranormally sensitive Kiyomi, struggles through an 


her un-PC credit as 


what she's up to: 


nevertheless, her air of doe-like nervousness is a credible 


alternative to the standard screamer role, Tilting the film 
imo Ed Wood territory are two am-dram cops whose 
magnificent implausibility is clinched when the Sergeant 
theorises that psychopaths are faking the zombie attacks by 
arranging stolen cadavers on а pulley-system mounted in 
the trees! We are wearily accustomed to the police in 
horror films being unimaginative plodders, so this bonkers 
i 


ıt of fancy is a rare treat and worth quoting in its 
These kid think th 


were attacked by corpses. 1 
n ropes, lke puppets. Spooky business. I'm 


out of the tee 


sure glad I never up-took undertakin’. Anyway: this guy 


and his pals steal a few bodies every now and then and 


‘nile of the night ИУ easy to get fooled. They know that. 


They get nen from some ines 


ie тре, drop the bodies 


and sort of dance them around a litte,” Wow. Malanowski 


manages in this scene, I think, to redeem one of the los 
causes of the horror genre — cop dialogue. They are usta 

1f 
myself hankering to see them again, maybe talking crazy 
old Donald Pleasance down off his Boogeyman trip in 
Carpenter's Halloween with some theory about Bill Shar 
on the rampage 


the least interesting characters ina horror film; her 


There's something about the zombie as a figure 


horror's pantheon that invites a tolerance and even a love 
of the cheaper manifestations. Vampires require some styl 
and preferably а splash of money to be spent on décor a 


least, but there's something plebeian and unpretentious 


about the Living Dead, as if the abjectness of bodily deca 
ian then be inverted int 

tor avoids the simple-minde 
ie 90: Extreme Pestilen 


a base standard whi a son 


of glamour. Provided the din 


fan posturing of “films like Zom 
or House of 1000 Corpses (burdened with performances. 
munchin 


that scream, "Graaar! look at me, I'm а 


zombie ghoul monster) һе or she can draw on something 
akin to the energy of the dispossessed, the rotting belly of 


the underdog. Tony Malanowsk's zombie soldiers, 


defeated in the American Civil War and clinging to the 


symbolic worth of their flag, emerge from the soil with a 


similar п 
Andrea Bíanchi's lalian 
or the unexpectedly soulful German 
оте Lake. The Curse of the Screaming Dead stands 


led poignancy to the wasted Etruscan ghouls i 


e marvel The Nights of Terror. 


oops of Jean Rollin's 


alongside these European titles, shoulder to shoulder, 
adding a US battalion to the French, Spanish and Italian 


hordes: they re at the arse-end of the genre spearheaded by 


George Romero, to be sure: but what price an army without 


Nightmare USA 


Tony 


Malanowski $ 
Interviewed 


altimore, Maryland. The 1970s. Home of John Waters, 

Divine and the Dreamland repertory company. Home 
as well to Don Dohler and his merry band of monster- 
makers, Two very different groups, similar only in their 
devotion to the region, and their commitment to creating 
an alternative movie reality with the absolute minimum of 
cost. Waters and Dobler have always shot their movies in 
and around Baltimore; indeed there are times when their 
woodland locations look uncannily similar, as if a shaky 
pan to the left in Desperate Living might reveal Don 
Dohler's Inferbyce creature staggering around in the trees, 
‘ora hand-held lurch to the right in The Alien Factor would 
spot Dawn Davenport making out with Earl Peterson on an 
abandoned mattress, Well, there are no skidmarked 
skivvies in Dohler's films, and no mutant aliens in 
Waters’s (the only shared feature being Geor 
local actor who worked for both directors). But there was 
another player in the Baltimore woods, 
received almost no exposure even in the cult environs of 
horror publishing. 

15 1980, Waters is preparing Polyester, his first 
semi-'respectable’ movie. Dohler is prepping NighiBeast, 
а gory monster flick. And out there in the trees a third 
camera grinds away, a third minuscule-budget epic is 
being harvested: except this one will make Female 
Trouble look like Gone with the Wind, and NightBeast 
look like Alien: the film is Night of Horror, and the 
director / write / cameraman / producer is Tony 
Mi 
directing а film of his own. 

Waters once commented that his favourite art-house 
director, Marguerite Duras, "makes the kind of films that 
et you punched in the face for recommending them to 
even your closest friends [...] Her films are maddeningly 
boring but really quite beautiful.” Night of Horror chalks 
up a noble two out of three on this scorecard, as it's likely 
ous effect on your friendships, is 
ап film, and only loses out 


hose work has 


janowski: a one-time assistant to Dohler, now 


a similar de 
у boring as a 
in the final furlong by falling short of beauty. But you 
can't have everything: Night of Horror was made for the 
kind of money that Marguerite Duras sprinkles on her 
pommes frites, so if the cast look a little déshabillé and 
the photography is a itle on the brown side, we 
as Lexplain in my 
something near to beauty in 


as maddenin 


surely make allowances. And be 
view of this movie, there 
the film: an elusive charm that perhaps you need to be 
half-crazy to appreciate, but which nevertheless counts. 
Malanowski is a genial, good-humoured man who 
works today in the comfortable offices of Ascent Media. 
in Hollywood, prepping smash-hit TV shows like Seinfeld 
their DVD and HD upgrades. On the way, he became 
э skilled film and sound editor with а long list of credits 
for prolific dynamo directors like David Prior, David 
DeCoteau and Fred Olen Ray. He is justifiably pleased at 
how far he's come since the early days of his career, but 
he's happy 
in making the later achievements possible. He doesn't 
simply dismiss Night of Horror as an embarrassme 
even though he readily concedes its failings. Tony 
Malanowski's recollections provide one of the most vivid 


о stress just how important those days were 


If At First You Don't Succeed. 


illustrations in this book of the painstaking process of 
low-budget filmmaking: the thrills and the trials and the 
grinding frustrations of working with virtually no money, 
struggling to get a feature-length movie on the screen by 
hook or by crook. Even if you never see Night of Horror 
(I would recommend it to masochists, students of 


poverty-stricken filmmaking, lunatics, and insomniacs in 
ей of a celluloid cosh), his follow-up The Curse of the 
Screaming Dead is well worth seeking out for all zombie- 
movie devotees: if you've opened your heart to Jess 
Franco's Oasis of the Livin 
DVD of Girolami's Zombie Holocaust, I'm sure you'll 


Dead, ot spent money on a 


find pleasure in Malanowski's entertaining contribution to 
ihe form! 


Early Days 


Antony Malanowski was born on 26 January, 1957 in 
Baltimore City, Maryland, the region where he would go 
ов to work, first as assistant to Don Dobler and then as 
director of his own brace of curious, extremely low 
budget horror movies, "When 1 was about nine months 
old, my parents moved to the suburbs.” he recalls. "My 
father got a job at the Bethlehem Steel Mill in Sparrow's 
Point, Maryland, so the family moved to the Bear Creek 
area, which was about five miles away from the Steel 
Mill. My dad had a pretty good job at the Steel Mill asa 
machinist, so we were doing alright. My dad's parents 
were both immigrants from Poland, while my mom's 
mom was from Poland, and her dad was from Russia." 

It was cinema as giant spectacle that first attracted his 


attention: "There were two films that really got me, The 


Night а Horror 


first was John Wayne's The Alamo at the Carlton Theater 
їп Dundalk. It was such a Auge film. 1 remember just 
siting there mesmerized! 1 guess 1 was about four years 
old. At one point, 1 told my mom that 1 needed to 
the bath 

p 


о, and she let me go by myself (which was 


ous back then, even in Dundalk), Instead of 


going to the back of the theatre where the restro 


were, I sneaked up to the front row and just stared up at 
that big Todd-AO Cinemascope image. It was breath 

taking! Even then (around 1964), 1 loved watching films 
like King Kong, Gunga Din, and The Thing on TV, so 1 
was already leaning towards fantasy and adventure films 


My mom took us to see Jerry Lewis's The Nutty 
Professor, and they showed the trailer for King Kong vx 
Godzilla. | was totally hooked, 1 begged my mom to take 


те the next week, which she did. My life hasn't been the. 

same since! Incidentally, 1 got to relate this story to 

Haruo Nakajima, the actor who played Godzilla (and, in 
Kong). You sh 


most scenes, Kin dave seen his face 


when the transl 
for my working in films" 
With his appetite whetted by scr 


en superstar 
Godzilla it would only be a matter of time before the 
in hugely influential fiin 


magazine on the racks: "I was really falling in love with 


movies and the entertainment industry, when, like so 
many others of my generation, 1 spied my first issue of 
Forry Ackerman's Famous Monsters of Filmland 


magazine. For me it was issue #26, with The Outer 


Limits on the cover. I eared a lot from Famous 
Monsters = Forry's style of writing (bad puns and all) 
brought to life the people who made the films. It stopped 
being a ‘royalty only" kind of job, and became more 
accessible. Reading the life stories of Ray Harryhausen, 
Boris Karloff, Roger Corman et al, 1 realized that 
working in the film business was an attainable goal 
Since my dad had an Smm (and later Super-&mum) 


camera, 1 started using it to make my own films. 


1 corralled my friends in the neighbourhood, and did 
pictures with the kinds of special effects 1 read about in 


Famous Monsters, 1 scratch 


ed the film to make ray-gun 
blasts; 1 super-imposed weird colours over images. | even 
converted two GI Joe dolls into а white-fur covered 

gorilla, and а giant, mutated astronaut. They fought on a 
card table with a Christmas 
effects were actually rather smooth at points, which was 


den town built on it. The 


Malanowski left high school in 1975, by which time 
һе was working on 16mm films with Bill George, a film 
poster collector studying at the University of Maryland, 
Baltimore County. "Bill and 1 (along with a friend named 
Charlie Hicks) formed a company sell 


posters 
at shows in Baltimore and New York City," he recalls 
‘We'd go up to NYC every six to eight weeks for 
conventions, make a few bucks, and meet a lot of film 
people (1 met Peter Cushing at ihe 1974 Famous 


Monsters Convention). It was at one of these shows that 1 


met Scott MacQueen, who would later get me involved 

i the Walt Disney Studios. 1 
eventually went to UMBC myself to study film, at the 
time the "noted multi-mediais Stan Van Der Beck came 
to teach"! 

It was at this time that Malanowski first met Don 
Dohler, soon-to-be director of rough and ready regional 
monster flicks like The Alien Factor, Fiend and 
NightBeast "| met Don through Bill George and Charlie 
Ellis (another film-fan- 

ary Svehla was probably also involved in there 


d)" Malanowski recalls 


somewhere. The filmmaking/Rilm-fn community was 
pretty tight 


ick then — if you went to one amateur 
screening, or the annual BaltíCon science-fiction 
convention, you could meet pretty much everybody who 
shared your interests, And remember, this was way before 
VHS and DVDs. If you wanted о see a picture, you 
either waited for it to run on TV, or you went to a 
screening at the local schoo! or library. Very restrictive, 
but it made even the 


nost pedestrian picture a special 
‘event! Around this time, Don Dohler was thinking about 


making a low-budget feature. He got a group of us 


together, and we kicked around a few ideas. | think what 


really got us to take the plunge was when George Romero 
was a guest at BaltiCon one year. I was one of four 
people who acted as “Guest Liaisons? for the convention, 
volunteering to be general goodwill ambassadors and 

=. We were made up in pseudo-Planet of the 
Apes make-ups and leisure suits! We picked up Isaac 
Asimov at the train station, and tended to George Romer 


guest “got 


as well. By this time, 1 had acquired a 'portable' 35mm 

projector, so | brought that along to screen George's then 
J. So 1 got to know him. 

pretty well over those three days. One night over drinks, 


new feature The Crazies (19 


he really pushed us to make а film, the same way he 
made Might of the Living Dead. Make it in 16mm, get 


your friends to work for fre... you know, the same thing 


we all had been doing in Super-8mm for the last few 


t few months, what would become 
The Alien Factor began to gel. | went to my teachers at 
UMBC and told them that 1 was dropping out of film 
school and throwin 


= away my scholarship! Stan told me 
what a mistake | was making. Funny thing is, a year or so 
later, he read about me in the local paper, and called me 


Nightmare USA 


Malanowski gained his first practical feature film 
experience as co-producer and assistant director of The 
Alien Factor: “I put in $500 cash (as did everyone else) 
and we formed a company (Cinemagic Visual Effects, 
based on Don's magazine Cinemagic), basically working 
for percentages. 1 was supposed to be involved in the 
editing, but tore the ligament in my right index finger. 
ing temporary construction work for the money 


Remember, when we made The Allen Factor, 1 was the 

st partner in the company. 1 had just tumed 

“меп years old and still lived at home, so 1 had a itle 

advantage in the economics dep: 

wanted to learn everything | could, | was always the first 
one day, Don had to get his two 

kids from softball practice, and he left me with some 

iles and told me to direct the scene. It was after Don 

Leifert as Ben Zachary had killed the Inferbyce (the bug- 

creature) and he was arguing with Mary Mertens 

Leif 

directed that scene, because the 

aren't qui 

much, but it is noticeable! 1 was kinda bummed by it 


vent! And since 1 


о volunteer | remember 


ts then-Wife), and George Stover. You can tell 1 


i-lines of the actors 


right! The sereen direction is wrong - not by 


when I saw it, bı 


veryone else was learning too, so 1 
didn't feel that bad”? 
Working with Dohler was, for Malanowski, an 
aspiration and an er 


couragement to try making movies 


mself. "Though 1 had learned a lot doing The Alien 


Factor, there were stil 


пу areas of the filmmaking 
process that I didn't feel 1 knew well enough. So, Г 
figured that the only way to eam all aspects of making a 
film, was justto make one from beginning to end. At the 
time, money was starting to trickle in from The Alien 
and I had been working as a radiographer test 
structural materials forthe Maryland State Highway 


Administration. | had a few bucks put away, and 1 


figured the time was right. Around this time, 1 was 
working with Diane Hammond, who was a marvellous 


make-up artist in the Washington DC area. She was 
ig to make a sequel to Battle for the Planet of the 
Apes as а glorified demo reel for her make-up effects. 
jal Apes films, І got involved. 
'oup of Virginia-based players 
which included Jeff Canfield, бае Schmitt, Rebecca 
Bach and Mimi Ishikawa, We were all supposed to work 
n the "Apes" film (now called “Beyond th 
Apes’). I wrote the first couple of drafts of the 
screenplay, and was slated о be the DP, with Jeff being 
fa thes 
director, it became obvious that he wasn’t really 
direct a film, especially one that was being shot in 
Cinemascope! So, after some measure of conflict, 1 was 


Since 1 loved the origi 


She introduced me to à 


anet of the 


director. Eventually, since Jeff was more 


made director (along with cinematographer), and Jeff 
would handle direct 
Beyond the Planet of the Apes” fell apart just after we 
had cast the picture built some of the sets, and made 


i the dialog. Unfortunately 


most of the costumes. 1 figured that, since И wasn't 


going to happen, it was time for me to do my own 
picture. At the time, it was still considered an expensive 
proposition to make an independent film. But, with 

The Alien Factor, | had already seen that it could be 
made relatively cheaply. And since 1 was planning on 
paying most ofthe budget and doing most everything 


myself, | guessed that the film could be sold rather 
quickly (the video boom was growing fast), and 1 could 
make a profit, 


If At First You Don't Succeed. 


Making Night of Horror 
Malanowski set to work in the summer of 1980: "T went to 
Pete Garey at Quality Film Labs (the only film lab in 
Baltimore), and made a deal to cover the processing and 
printing costs (Don Dohler had made a similar deal with 
Pete for his film Fiend). 1 then ordered the raw stock from 
Kodak through Pete. 1 paid cash а couple of thousand. 
dollars. 1 jumped in feet first, guessing that no matter how 
scared I was (and, though I was very confident, 1 was sil 
plenty scared), this put me in a position wh 

‘made the picture, ог lost a Jot of money! 1 then wrote the 


re l either 


script during lunch breaks at my State job, and during the 
evenings. It wasn't much of a script 

ther. Again, my main thing w 
the technical side, so I'm afraid I let the story slide 1 
looked at the picture as а glorified student film that I could 
make a few bucks from. Better dropping out of co 


just some disjointed 


making a feature than spending four years and havi 
handful of shorts, right? 1 was also naive enough to believe 
some of the things ws 


tten about Roger Corman, how his 
actors would improvise. 1 guessed my actors could do that 
too! So the scrip was pretty threadbare, | took the title 
from a goofy Bela Lugosi melodrama called Night of 
Terror. During shooting, we called the picture Night of 
Malarkey. 


and when the first dailies came in (with Jeff 
doing some improvisations that just didn't work — my fault, 
not his) 1 started calling the picture Night of Bankruptcy! 
But Night of Horror was always the title. 

From the start, it was to be a lower-than-low-budget 
endeavour: “I had less money than we had on The Alien 
and no crew. Remember, | wanted to do 
everything myself, so the picture had to be pared down so 

and all grip 
arry over into editorial 


Factor 


that 1 could work the camera, do the lighting 

and prep work. This would also 

and post-production duties. Naturally, everything was shot 

in L6mm оп mostly ECO and EF stocks. These stocks were 

very ‘slow’, which means they needed to be well-lit. Since 

1 didn't have many lights, that became a problem during. 
days, and 


night shoots. Bul, by using the ECO during th 
ly faster EF during the nights 1 think we came out 


pretty good. Contrast, but good. And, of course, the shots 
with the ‘ghost’ in the mist got reprinted several times. So 
sometimes the already underexposed shots were duped and 
cut into the picture, with less than perfect results! 
Incidentally, that made my actual shooting ratio around 
085 to 1, which means that by dupin 
‘ghost’ footage, 1 actually achieved the impossible! 1 used 


up much ofthe 


‘more film than 1 shot!” 
Ask Malanowski what the budget was for Night of 

Horror and he laughs. “I always get a kick out of questions 
like this! It presupposes that 1 really had a budget, that this 
was a "professional movie! I remember one reviewer said of 
Night of Horror and The Curse of the Screaming Dead, that 
they were he kind of pictures made to play drive-ins in 
the South.” Like they were shot on 35mm and really played. 
in theatres of any kind, алу place! The money raised for the 
picture came from my own piggy bank. I arranged а ‘semi 


open” account at Pete's, and, as I said, 1 bought the raw 
stock to make sure 1 was locked into doing the film, Then, 
when I was hanging out with my friend ‘Big’ John Simmons 


n with a huge heart) 1 was talking about how 1 
oing to make the picture. John worked for the State as 
well оп the roads, and he asked if he could toss in a few 
bucks. agreed, and John came on as a silent partner (he 


281 


282 


also ran the Nagra and recorded the audio for Night af 
Horror and Curse). John put up $1,000 and received points 
like everyone else in the picture, The entire ‘budget’ came to 
about $4,000 for everything. But, since 1 did it to leam 
filmmaking, you can say that $4,000 bought me a college 
film degree... and in about one eighth of the time!" 

Night of Horror commenced shooting in the summer of 
1980 over four weekends, with a couple of extra nights for 
pickup shots. Malanowski invited Jeff Canfield, Gae 
Schmitt and Rebecca Bach from the aborted "Beyond the 
Planet of the Apes’ project to act in it, and added Steve 
Sandkuhler, a friend at the State Highway Administration 
who played in а rock group called Off the Wall, as the lead. 
‘Since 1 was working from script pages, and not a real 
finished script, the shoots were а little bit chaotic,” 
Malanowski admits, “but everyone pulled together, and 
worked very hard. I was greatly encouraged by this. Maybe 
we were all kind of pretending to be working on a film, 
considering how things were really going. Bat everyone 
has to start somewhere!” 

With the cost of a Hollywood liquid lunch to play with, 
every decision had to be made with thrift in mind. “I 
decided on using a camping trip as the premise, because it 
was cheap!” Malanowski recalls. “АШ we needed were 
Some trees! Actually, most of the film was shot at John's 
parents’ house. They had a little plot of land surrounded by 
trees, We had a dirt road leading in, easy access to 
electricity, and a place to crash if we shot too late — it was 
perfect! The house that Jeff and Colleen came out of 
belonged to John Kirkwood — he was the father of a very 
close friend named Dave Kirkwood. 1 met Dave in college, 
and he owned the Bolex SBM camera that we used for. 
handheld and MOS shots“ | eventually shot a bunch of 
commercials with hat camera, and Dave ended up selling 
it to me, since 1 always seemed to have it with me! The 
back ofthe house was where the door that Chris enters and 
exits from was located. Also the pool. We had a lot of great 
parties at that hous 

Night of Horror's opening scene, an extended and 
barely audible conversation between Steve Sandkubler as 
‘Wyatt and "Tony Stark’ as his fiend Chris, is surely one of 
the most viewer-unftiendly openings ever achieved in the 
horror genre. Being a big fan of perverse directorial 
choices, I asked Malanowski to elaborate: "The bar that 
Steve sits at was in my brother's basement (it was one of 
those famous "club basements’ that you find in Maryland. 
T always found it interesting that some people think that the 
two were in a public bar, instead of just in some guy's 
house, which is how it was intended. The reason they were 
talking so low was that my brother was upstairs studying 
for a medical exam, and we were being considerate, since 
һе was letting us shoot there and all! “Big” John was 
stuffed behind the bar with the Nagra, and the mike was 
hidden behind the roll of paper towels on the bar! And yes, 
1 was “Tony Stark” (1 also provided the voice of the ghosts, 
doing my best Dr. Phibes impersonation), 1 played the part 
of Chris when my original choice, Chris Gummer (another. 
Dohler alumnus) had to go to а casting call and couldn't 
make it. So 1 set up the lights, tumed the camera on, and 
jumped into the scene! I didn't have time to learn the lines 
{even though 1 had written them) so Steve and I had our 
"scripts on the bar ín front of us. Also, 1 had the tripod for 
the camera, but didn't ave a ‘spreader’, the thing that acts 
эв a base and holds the tripod’ legs in place. So we put a 
throw rug on the tile floor, and just kinda hoped that the 


contraption would ‘behave’. That's why the camera itself 
Kept slipping, which gave us those ‘Dutch’ angles!” 

"The idea of resurrected Confederate soldiers, the 
‘comerstone of both Malanowski's films, came from h 
‘own fascination with the American Civil War. “That's why 
T joined the 23rd Army of Northem Virginia prior to 
starting Night of Horror," he says. "1 loved the re-enacting 
рап, but couldn't march worth а dam! The group had 
‘weekly meetings in a National Guard Armory in Baltimore, 
and 1 just couldn't get the hang of simply walking in 
formation. So, 1 dropped out shortly after Night of Horror 
was made. It was a great group, and very helpful to me on 
а personal level, The Civil War battle was shot somewhere 
in Virginia, 1 believe. 1 shot that with Dave's Bolex, and 
had to stay with the audience = they wouldn't let me on the 
actual "Field of Battle’, so you only had the one angle. It 
gave the film a bit of production value, and most of the re- 
enactors signed model releases, so И was all legit.” 

Fora horror film about ghostly undead soldiers, Night 
of Horror is, to say the least, sparing in its special effects, 
“They were handled by Dave Donoho,” Malanowski 
recalls, "He was a physical special effects guy, used black 
powder and such. 1 remember that he seemed to have 
singed off ай his fingernails from working with it. He 
designed a kind of chemically treated newspaper that he 
crumpled up and set a match to. The paper would then emit 
а fon of smoke! Dave was introduced to me by Don 
Dohler, and we used his “Smoke Paper" extensively in the 
“ghost” scenes.” As for the film's conspicuous lack of 
violence, Malanowski is disarmingly candid: "Well, 
violence costs money! Action? That needs planning! You 
‘can't waste time planning when you've got to drive to DC 
to pick up the equipment! But seriously, 1 hoped to get a 
little "atmosphere", and get some mileage out of the “love 
story’. It may have worked with а real script and more 
experienced actors, but hey, remember: to avoid puking just 
keep repeating ‘It's only a glorified student film... rs only 

Jorified student film. 


Post-production took around six or seven months, 
allowing for unexpected delays; as Malanowski expla 
“When 1 cut the film together, 1 found it was too short. 
That's when | latched onto the extension Corman shot for 
his film The Terror. He brought back a couple of actors 


her! 


and had one explain what happened in the film to the 
Thus were born the opening and closing scenes with 
and Chris in the “Баг” The audio was mixed at a 
‘commercial mixing house: "IIl never forget the looks of 
horror that 1 kept getting from the owner!” laughs 
Malanowski. “He'd want to go back and redo something, 
and I'd say "No, its fine, don’t worry!" 1 knew that no 
amount of massaging” would make it sound good, and 1 
just didn't have the money to spend. My feeling was, 1 
leamed what 1 needed to, 1 was going to at least make my 
money back (well, almost.) and 1 didn't see the need to 
до the extra yard at that point." 

Malanowski’s ‘mentor’ at the time, Don Dohler, offered 
valuable practical assistance, although he was less than 
encouraging about the actual results: "Don helped me a lo 
with contacts, especially in distribution. At the time, he was 
working on a picture (the first NightBeast, 1 think!) and 
had some camera equipment that be sub-rented to me. It 
was a CP {6mm camera outfit. Now CPs are notoriously 
tough to thread = they have a lot of gears and sprockets: 
Not like the Arriflex Cameras, which only need two 
sprockets. But if the CP camera is “ight, as this one was, 


Nightmare USA 


you won't have a problem. And the camera Don sub-rented 
to me was a very good one. 1 think | shot all of the sound 
scenes with that rig. My pickups were all done with Dave's 
Bolex. When Don watched the workprint to the film, he 
was kinda appalled! 1 don't think he got what I was going 
or Ве really thought 1 had no idea what 1 was doing” 
Malanowski, who ended his association with Dohler 
not long after, pauses and then laughs, “It's funny to look 
back on it now. Did Don really appreciate that } was doing 
everything by myself? That there was no crew to speak of? 
That | was absorbing all of the technical aspects that 1 
could? Well, eventually, bad blood came between Don and 
myself (this is fairly well documented elsewhere, so 1 
won't go into it now). But, Û will say that 1 now work for 


ral major motion picture studios in Hollywood, pulling 
in а comfortable six figures, and Don was making digital 
pictures in Perry Hall, Maryland. So, 1 guess 1 knew what I 
was doing...” 

Night of Horror is а film with abundant failings, but for 
ts director the important thing was simply to have made 
something: "Working on The Alien Factor was so 
enjoyable, mostly an ensemble kind of feeling. Night of 
Horror was more of a solo flight.. kinda lonely, actually. 
But I saw it as a step їп the right direction. 1 was reading 
Famous Monsters as well as showbusiness biographies, and 
1 didn't see why 1 couldn't work in the business too. | mean. 
1 didn't feel that my dreams were unrealistic, because 1 


wasn't trying to be a movie star, was going for the 
technical end, And my story wasn't that much diferent from 
the stories of John Landis, Joe Dante, and Roge 
was very pragmatic, and had done my homework. The 
litle films, coupled with the burgeoning ‘Video 

ive me a window of opportunity that vas 
determined to take advantage of. And, even though it was 


Corman. 1 


Revolutior 


only a “ite film, and we were banging beer cans together 
because 1 couldn't always renta slate, and we only had 
maximum of three lights at any time, and we didn't have а 
real script... wel, there was still something magical about 
standing behind that camera, and saying ‘Action 
Malanowski is as frank in his assessment of the film as 
he is about the difficulties making it: “Well, it pretty much 
stunk as badly as | thought it would! I didn't have any 
illusions. But it was exciting to see my name in the credits 


asa Director and Producer It solidly legtimised my 


ig around with my name on it. And the most 


if got hit by а bus the next moming, there was still 


Malanowski takes photos ол the а 


honey shoot designe 1o ge 
ign ot Rewer 


“The Corse ofthe Screaming Deed 


important thing was 1 leamed so much! 1 actually saw where 
1 had made mistakes, had done things wrong. Not so much 
budgetary problems, because there wasn't much 1 could do 
about that, but technical things. | knew that next time 1 
needed to pay more attention to the script and the acting, for 


Plus, needed more coverage in the editing room. 
And 1 was very intrigued by the sound editing. | didn't have 
a lot of experience, but knew that 1 wanted to play around 
and try things. The process was still amazing me. The fel of 
putting the project to 

With the film completed, a promo was assembled on 
three-quarter-inch video, and shown to Bruce Kaufman at 
distributors Alexander Beck. "They looked at the picture, 
and said it was slow, and nothing happens.” says 
Malanowski. “I said that 1 was aware of that. I wasn't 
looking for a lor of money.. just enough to get me started 
оп the next film, They told me that I should reshoot some. 
mew scenes that would play well in a trailer. They 
suggested standard horror stuff, you know, ghouls coming 
ош of the ground and some blood and guts. With that, they 
said, they could make good sales on the picture. Well, 1 had 
already decided to cut my "losses" on Night of Horror. 1 
guessed (rightly, it tumed ош), that И would be better to 
dump u 
use the new mor 


e picture elsewhere for whatever 1 could get, and 
cy (plus the experience) to make another 
picture, Thar picture would incorporate these new ideas, 


would allow me to take the next step in ‘quality’, and 
would have as much of "guarantee" for success as you 
could get in the picture business. But 1 still knew, at that 
"ime, that people automatically assumed you needed a lot 
of money to do even a low-budget film. They couldn't 


conceive of one person doing all the work. So that gave me 


an advantage. Nowadays, with digital cameras and the ike 
well. you aren't fooling anyone. But back then... Зо, if 
upped my bu 
directorroducer, took my time, and obeyed the distrib- 
шо, I figured 1 could do alright. That was the starting 
point for The Curse of the Screaming Dead. 


a itl, was wiser in my job as 


Night of Horror Redux! 
Or The Curse of the Screaming Dead 


With the money given by Alexander Beck to add gore scenes 
to Night of Horror, Malanowski set out instead to remake it 
The result, The Curse of the Screaming Dead, is still flawed, 


but it's a big leap on from its forcbear. As Samuel Beckett 


‘once said, “Fail again, fail better” а mantra against 
discouragement and despair that Malanowski's films 
illustrate perfectly. Night of Horror is probably only 
compelling if you're a student of low-budget cinema or. 
screw loose: Curse, on the other hand, is fun to 


you've got 
watch, achieves many of its simple aims, and won't get you 
beaten up for recommending it to your friends. And if like 
те you find a certain beauty in images of people chewing 
guts, then even poetry gets a lookin! 

The first lesson Malanowski leamed from Night of 
Horror was that it's а good idea to spend some time on your 
script." didn't have а final script for Night of Horror, it was 
mostly just a few pages of dialogue, some disjointed scen 
that kinda made up as I went along. For Curse, decided 
right away that needed a real script, a story that was better 


structured and thought ош. Since we were going to basically 
remake" Night of Horror, adding what the distributors 
thought necessary to sell the picture, we already had the 
basic framework. 1 had a friend in San Rafael, a city just 
north of San Francisco, named Lon Huber. Lon was a writer 
and burgeoning sound designer, so | asked if he would be 
interested in writing the script based on my outline. He 
thought it was а good idea, and also asked to help with some 
‘of the sound effects. The sound work Lon did mostly 

end and recording 

с were used in the 


entailed going out into the hills with a f 


some gunshots at varying speeds. The 
film, and, to this day, when 1 cut and design sound effets, 1 
always prefer recording new effects where feasible. They 
always have а better, more realistic eel to the ear than 
library, or ‘canned’ effects. Or I mix canned effects with 
similar sounds from the production tracks to sweeten the 
‘overall effect. The other main contribution from Lon — and i 
was aig one — was the audio of the actual screams of the 
‘Screaming Dead’. That was Lon and a few friends tari 
e project 
Night of Horror had been paid for almost 
entirely by Malanowski, Curse benefited from a handful of 
sting cheques from The 
Alien Factor from our TV syndication deal, Big John 
Simmons dropped another $1,000 into the pot, and Pete 


Garey made another deal at the lb. But this time, I guess 
based on my enthusiasm and the fact that 1 actually made 
Night of Horror, we got a couple of ‘outside’ investors: my 
sister; Rebecca Bach; and Richard Ruxton and "Bump! 
Roberts, who played the two cops in the film. Dick and 
Bump wanting to invest was а surprise — I hadn't expected 
that other people would be ata interested in “my” dream. 1 
guess it helped that 1 was giving investors gross points, 
which means they мап getting their money back ftom dollar 
onc, right along with me. I think that sounded like a good 


deal to them, that 1 was being honest. To me, 1 was keeping 
зо much of the final profit potential myself (by doing all the 
work), that 1 could afford to allow some points out. even. 
tave some upfront money to the players = not а lot certainly, 
but something: 

Не continues; “This time, my deal with 
Quality Film Labs would cover al the lab work through a 
final answer print. That mear 


no matter how much trouble I 
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got into budget-wise, 1 would still be able to have the work 
done for cost, with an open end to how long it would take to 
pay off that сом. The other consideration, and it 

important one, was that suddenly fo 

Pete at the lab. 1 went in one day to pick up something, and 
Pete was bemoaning the fact that a new employee had run 

off. Pete's was a ‘Mom and Pop’ kind of business — he had 


xd myself working for 


other full time employee, and his kids would 


sometimes come in to work. So I said, “Hey, what about 


Pete didt think I was serious at first, but I needed a 


Since we wouldn't run that machine until later in the day, 1 
left the film closed in the magazine, waiting in the darkroom 
for a few hours. Finally, the machine was ready, and 1 started 
the processing run. Now, I had shot a few thousand fet of 
16mm film, and as it was comin 

didn't look right! My heart } sank! Without being on a 
projector (with a shutter separating the frames), I couldn't be 
positive, but it sure looked like а kind of “glow was hanging 
over my actors! И seemed ike forever until Г could break. 
"down a roll 


ош of the dryer, something 


ту йе Pinto car up to the actors, and put the high beams 
on!" laughs Malanowski. "Chris even brought out a red. 
heating lamp that we used in close-ups of the ghouls 
anything that would help! 

"The last scene to be shot was a genuinely effective 
‘coming-out-of-the-grave" sequence, "We did that one in 
Mark Redfiekd's back yard," Malanowski recalls. "Mark 
played Captain Mahler, and did a ot of make-up effects. So 
he did his own make-up as the undead Captain. He had a 
teal beard, but, for some reason, he shaved the dam thing 
just before we shot! So he had to create а false beard, which 
ever really matched. Some reviewers even think he is a 
different ghoul, so 1 guess it's okay! Those last scenes were 
амсан with some shots 1 had already done at Jim Ball's 
house. Hey, talk about an auteur, 1 even dug the holes for 
most of the graves!” 

One thing that's noticeable when watching Malanowski's 
films together is that the actors are far more animated and 
confident in the second outing, This was in part down to 
having the first film for reference as а ^how-nott' guide, 
and also due to Lon Huber's script: "Lon did a great job of 

"Meshing out the personalities of the people in the story. We 
took more time with it, since it was the most glaring problem 
with the first film. Now we had a complete script, written by. 
of all things, a writer! The players had something to work 
with, and I think it showed, especially Rebecca Bach and 
Steve Sandkuhler. Now both of them were in Night of 
Horror, but they were so much more accomplished in Curse, 
which was only shot a year later" 

Malanowski is unfailingly generous when discussing his 
сая: “Jim was а member of Steve's group Of the Wall, and 
was recommended when 1 was having a hand time filling 
slot in the сам. He was very personable and had done some 
acting, so it wasn’t much of a stretch to bring him aboard. I 
think ће did very well. He was mostly at ease in front of the 
camera, which is so important in low-budget flmma 
I'm glad 1 agreed to including Jim before 1 found out that he 
brought along that big house as а location! It might have 
been prejudicial in my judgement at the time! Jim's best 
scenes were mixin’ it up with "Mel" played by Chris 
Gummer. Chris was a friend from the old Alien Factor days, 
He could play а very forceful character, and we chose to 
bave him be the "had guy” in our film. Mimi Ishikawa as 
"Bind Kiyomi’ was industrious, hard working, and most of 
all very photogenic, and incredibly cue! 1 guess саз be 
honest and say that 1 regret putting “Blind” into the credits, 
When referring tothe character. I originally thought that it 
added a kind of dignity, ike the character ‘Susan the Silent’ 
in Finian’s Rainbow: But, it only seemed to make the 
character stand out for ridicule, and I'm sorry for that. The 
other problem was, after we had to reshoot for the "CP 
Shuffle” hassles, Mimi came up with an idea. Instead of 
using the standard ‘Blind Look” that a sighted person usually 
employs when playing а blind person, she thought that her 
character might seem normally sighted when standing or. 
siting in one place, but revert to а modified version of the 

"Blind Look’ when moving or reaching for something. That 
sounded great to me, and {told her to try it. Well, we shot 
most of her scenes that second weekend, and when 1 got the 
footage back, I realised that it just didn't work. The theory 
was fine, but the look just seemed incongruous. We changed 
it for her final scenes, but the damage was done. Especially 
in close-ups, it really called attention to itself. | hoped that 
her performance otherwise would cover up these problems. 1 
thought she was especially good in the scene in the tent, 


If At First You Don't Succeed. 


Where she talked about losing her puppy when she was >= 
younger. Now Mimi was part Japanese, so 1 needed another. 
Asian actress to play her sister, friend suggested a woman 
who was from Korea ~ she was a war bride, actually. We 
met, but she was a Ше older than the рап as written. 1 
figured we could probably pull it off with a litle script 
change, but then she suggested her daughter. That's how we 
found Judy Dixon. I met with Judy, and she was quite 
excited to get the part. She had a little stage experience, 1 
believe, but she read and 1 knew she could handle it. Richard 
Ruxton (Dick McLung) 1 had met through Don Dobler, and 
he brought along ‘Bump’ Roberts (R. Sommerwerk). I 
thought they did a great job! They wore old Bali 
County Police jackets that 1 got through a surplus house, 
‘And Dick was named “Captain Fritz after the Maryland 
State Police Officer who pulled Big John and myself over on 
опе of our more boisterous outings!” 

During the scenes where zombies emerge from the 
graveyard, ny flashes of light ean be seen in the darkness. 
Malanowski laughs when 1 ask what they were: "Oh, yeah. 
those! Somehow, the idea came up о have glowing lights 

the gravestones as the ghouls came out of the ground, 
That's why the characters are talking about lights over at the. 
old church. The idea was to make it а itle more of a 
“mystical” event, while also giving another bit of production 
value for the distributors. Dan Taylor would've ne 
money for optical effects like those, and 1 didn't have it in 
the budget, so 1 couldn't impose on him: So what I did 
manage to do was to get some little powder filled ‘con 
from Dave Donoho. These were about an inch tall, and, 
when lit, would produce a white fish every few seconds. 1 
thought 1 needed something о get the players’ attention, you 
know, that something was happening at the graveyard. So 
‘one night | took those "cones", and my Bolex, out in Dundalk 
тоа local shopping area. They were building an exta parking 
lot in the area, so 1 parked my Pinto, set up my Bolex, and lit 
my cones! Well, those little suckers started spitting out 
flashes all over the place. I thought I'd shoot a bunch from 
different angles, and superimpose them over the already-shot 
footage of the ghouls coming out of their graves! Well, | shot 
a few takes, and in the distance, I heard fire tucks! 1 didn't 


uy Dion and Mimi sic is 


Tro confederate zones prepare ata 


Фе farmhouse where те as 
humans have taken refuge rom The Curse 
‘ofthe Screaming Dead 


The Curse ofthe 


think too much about i 


id kept shooting, but they sounded 
loser! Well, the light bulb went off 
и into my Pinto and sped 


like they were comin 


over my head, and | 


ой! In my mirror 1 could see a couple of fire trucks pulling 
sp and tuming into that park 
needed some shots of fireworks going off wh 


lot! On a similar subject, 1 


» the guys 
works into the campfire to distract the 
zombies. | knew that the Baltimore Orioles were having a 
fireworks display at опе of their games at old Memorial 
Stadium on 33rd Street, so off | went with my ubiquitous 
Bolex to grab what could, 1 parked a coupla blocks away 
and waited, When the display started I filmed several shots 
оп the camera, Then the roll of film ran 
out and I just put the 


throw the bag of fir 


using the zoom 


oll back in, and exposed it again. I 
thought it would "double-expose! more fireworks, and 1 
would have twice as much on the rol that 1 could then 

ouls! Well, putting the film back in 
the camera without rewinding it first, meant that you had two 


superimpose over th 


exposures of fireworks = one going forward normally, and 
the other going backwards It dawned on me on the ride 
it looked 


home, but by then it was too Iate. When T saw 


kinda silly, but I had а deadline, and nothing 
A highlight of the film is the police captain's theory that 
the zombies are merely a prank staged by psychopaths who 
are stealing bodies and rigging them up on wires. “That was 
all in Lon’s original script, Every word. Inc 
voice on the radio is mine. | also did the crying sounds that 
Franklin makes as he is attacked by the zombies, plus the 
scream that Captain Mahler gives when he stumbles upon 
his men eating the bodies. Oh, and Rebecca Bach and T 
perform most of the sounds of the zombies e 
Ah, the gut-chewing scenes where Malanowski's film 
cams its exploitation stripes and at last joins the grisly 
Romero's Night of the Living 
f the Dead. As actors chomp into 


iliy, he 


legions following Ge 
Dead and Dawn 
listening entrails, with nary а flinch, the startled viewer 


wonders how on Earth Malanowski persuaded his cast to be 


“Everyone got into it 1 guess you're asking because 
much has been made about the zombie extras in Nigh of the 


Living Dead getting grossed out by the real animal parts that 


were obtained from a slaughterhouse: Well I read those 
interviews too! But, even more relevant, I was а vegetarian 
at the time, and thought phoney entrails made from lates 
would be beter all round — and they were! Larry Schlechter 
(who created the ‘Inferbyct 


creature in The Alien Factor) 
‘made a stomach piece for me, which could fit on an a 
belly, This was hig enough to have a few “organs and 
entails’ stuffed inside, which were made out of upholstery 
foam, covered with latex. The ghouls could simply pull these 
ош as needed! Pour some Dave Donoho “blood” all over 
everything. and you had yourself an instant gross-out! But 1 
guess we did that part right, because reviewers aln cite 
that scene, and say that we used real animal parts! And, as 
the blooper ree attests, the players had a lot of fun with the 
gut eating scenes 

Adding to the much improved goriness of The Curse of 
the Screaming Dead are some capably grotesque zombie 
make-ups. Malanowski explains how they came about: "1 had 
stated talking with Fred Ray, who was down in Florida, prior 
gave me the name of Bart 
Mixon, who did make-up effets in Texas. Bart agreed to do a 


to his move to Los Angeles, He 


set of pull-over zombie masks for me. He had sent me a 
résumé and pictur 
could do it thought having these 
would help me time 
scene where 1 needed background zombies, The only "main 
Bearer’, Bi 
he sri 
and I think that mask was particularly effective. 1 remember 


of his work, and it was obvious that he 
iy to wear masks 


ise, and could also add numbers to any 


mask was the one that would become “the Fl 


‘worked from the description Lon had writen in 


that Bart wanted $150 for the job to cover expenses. The rest 
would be points and а credit — and he wanted the masks back 
at the end of shooting! We also had several other make-up 
artists on the shoot. As 1 noted, Larry Schlechter did our guts 
and that stomach piece, and Mark Redfield did most of our 
main ‘highlight’ ghouls. When we did the final coming-out 
of the-grave sequence in Mark's backyard, 1 had brought 
some friends over, and Mark made up his brother, Erie. One 
of the guys had brought along his girlfriend, and I stuck a 
mask on her and added her to the group. Steve's wife Linnea 
sted that she 


had done some sape make-up, and he sug 


would like to come along and help out. You can tell Linnea's 
ces witha few 
highlights. Mark's ghouls have a heavier base, with darker 
highlights. And the blood was made up by the gallon by Dave 
Donoho. Dave also made some blood “pools” that he carried. 


ghouls — hey have the white, pasty lookin 


around with him. They were done on wax paper sections he 
mixed gelatine with food colouring and painted it out onto 
the wax paper. When it dried, it looked like pools of blood 
that you could just lay on the floor and touch up with a bit of 
fresh liquid. Pretty clever!" 

He continues: “The costumes were leftovers from the 


Civil War re-enactment group. One was an artillery shell 
jacket with sergeant’ stripes, another was a straightforw 
Brey jacket. That became Captain Mahler's costume, along 
with an old, floppy grey country hat of mine. Sine knew 
costumes would be a problem, I had told Lon to put 
something in the script to help us out! So Lon dutifully 
wrote the section of the diary where Captain Mahler 
exclaimed, “most аге boys, clad only in rag 

If The Curse of the Screaming Dead has a problem, it's 
that the comings and goings 
follow, as they split up or disappear from the frame rather 


rd 


of he characters are hard to 


Nightmare USA 


haphazardly. Malanowski acknowledges the problem, bur 
explains, "Well, Lon was very familiar with the kind of film 
1 was making. He kept scenes almost as separate vignettes, 

то help facilitate the shooting. This did tend to make it a litle 
choppy, but I felt that was an acceptable trade-off. And | 
probably made it worse by shooting around people's 


Schedules. I'd have people walk into а scene and sit down, 


for the rest of that scene. This 

was because, if someone could only give me а half day, then 

1 got them in and out in а half day! Even with storyboards, 
hard to see how something will work until you put it 


and you wouldn't sc ther 


eher. A good example of that, is checking ош the various 


‘Kiyomi’ body doubles, wearing that long, black Halloween 

wig! The red and black flannel shirt that Mimi wore in the 

film was mine. 1 deliberately had her wear that, because 1 

knew | would be using body doubles to cover for her being 
4 That's another re 


away at colle son why she passes ош in 
the script, and has to be carried all over the place by Mel! 
Mast of the time, it's really my sister АН, or Jim Ball's hen 
friend Ridia that Chris is sehlepping around! But, again, 


all of those problems sure seemed to melt away once | got 

into the cutting room, and starting piecing it all together. It 
ally magical. 

putting а film together At that time, { was editi 

where the players were my friends. But 1 knew this project 

would lead to other films where 1 would be editing scenes 

‘with actual, well-known stars. And within а few short years, 


just going through the actual process of 


1 would be editing Tony Curtis, Glenn Ford, Angela 
Lansbury, Roddy McDowall, et al! That's what 1 was setting 
his on, as edited away in my parents basement and 
garage. 1 got some flack occasionally; one uncle recently 
You know, behind closed doors, попе of us thought 

you'd ever really amount to much!" Ви 1 kept going" 

At the anowski added the score. 
low-hudge 
ingly sophisticated, sounding more like the Mike Westbrook 
Orchestra than the regulation droning synth so familiar from 
the genre. "You're the second person to mention а similarity 
between Charlie's score, and Mike Westbrook, 
Ma 
believe Charlie was recommended by a fiend of бае 


editing stage, М: 


or the film by Charlie Bamett Unlike many унга 


films of the period, Bamett's score is surpris- 


janowski. “I've never heard Mike's work, o 1 can't sa. 1 


Schmitt, As 1 recall, Gae had а friend who did some experi- 
mental pieces for another zombie film that | was thinking 

1 remember his work was very good, but when 
time came to actually do the film, he was unavailable, But he 
Charlie showed up at my place wearing a tie! He introduced. 
himself, and I promptly told him to remove the Че! 1 said 
that we were 


in touch with Charlie, and we arranged to meet. Well, 


going t 


ме oor meeting up the street in a 
r, and 1 took Charlie (now 

minus his tie) to the bar, We had a great meeting, and we 
i that point. Charlie 


local lounge. So we got in the 


pretty much agreed to work together 


was а "classical score kind of guy. He wanted to get some of 


his friends from the Kennedy Center and the Washi 


Opera to come down and record, 1 tod him that didn't 
think 1 could afford that, but he said he'd pull in a few 
favours. Well, being а produc 

Charlie wrangled qui 

‘exact amount (I'd guess ten or twelve musicians), but they 


well as a composer 
few friends! 1 don't remember the 


were all real pros. Also, Charlie wrote in a very clever way 
He did a couple of main pieces, some transitional pieces, and 
some stingers’ for accenting. By mixing and matching, the 

score could be made to sound more complex and varied than 


it really was, This also gave the musicians less actual music 


If At First You Don't Succeed. 


to leam, and kept down our time in the studio. On the day of 
the recording session 1 bought a couple of cases of beer and 
sodas for the fi 


las, | remember carrying them into the studio 
myself. Charlie later told me that t bled musicians 
asked him who 1 was, and he told them, ‘That's the 
producer!" The guys were so impressed by the fact that “The 


Producer? was schlepping drinks for the band that they 
ecd to stay longer than planned, if we 

needed extra time, That always stuck with me, that those 

‘guys could sce how much | was trying to cut corners and ай, 


immediately 


but also was keeping their comfort in mind as much as 1 
could. The recording session went really well. Charlie sure 
knew what he was doing. All told, 1 think we came out with 
about forty n 

listening to a live performance of what would be the score 


nutes of score! t felt positively uplifting 


for your own feature film! 


Malanowski was now far mo 


e optimistic about Curse's 
chances in the marketplace; “Well, since the entire 


production was designed around the distributor's ideas about 


what would sell, 1 didn't expect any problems. In the first 
material (including some of 
ouis) to make a decent promo. 
1 rushed that up to Bruce Kaufman, since Alexander Beck 
film market, and they needed any kind ofa 
promo as soon as possible. Surprisingly eno 


couple of shoots, 1 got enou 


the “money” shots with the g 


: Broce 


called right after the market, and told me that they had pre 
sold the picture in the United Kingdom for $15,000! How 
soon could | get И? Man, 1 was pretty bowled over by that 
news, It sure sounded like every 


Was goi 


long 
according to plan. By this time, I had cut a Jot of the 


together, and needed only pieces оГ scenes and the | 
ош of the 
did take а little Jonger than Bruce wanted. 1 eventually had 


scale scene of the ghouls comi raves. This 


to rush through the audio mix to deliver the movie. Then the 
UK agents started quibbling over the picture, but we 
eventually agreed on the price, and they accepted the film 
(once I threatened to pul it fom them), I went back into the 
studio and redid the mix, adding some things and taking a 


litte more time with it. That became the official ‘final 


version’ of the picture. 1 don’t know if that early mix still 
exists in the UK or not Apparently, we were even pirated in 
a coup 

had а final cost of about $12,000 (including the remix of the 
Soundtrack), | was actually seeing some money. 1 think th 
distribution fee was fairly high, maybe 40% or so. But | was 
new to the game, so I couldn't complain. 1 figured that later 


yf territories, New Zealand was one. Since Curse 


in my career I would have more leverage on making deals, 


and that is pretty much how it tumed ош. 1 remember one 

funny distribution story. Bruce called me and told me that he 

had interest from an agent who represented Canadian video. 
y 1 think, $4,000 for the fi 

Only, they wanted to change the title to The South Shall Rise 

Again, which was the tag line for the picture. When Bruce 


told me that, I readily 
already told the agent th 
acceptable. ‘Don't you need to check with the producer? 

the Canadian agent asked Bruce. ‘Look, 1 know the 
producer,” Bruce answered, "You can change the name of the 


the title change would be 


picture to Му Bar Mitzvah for ай he cres, just as long as 
you pay him!” Now how's thar for a distributor who's 
looking out for you! By this time, I had made а sale for 
Night of Horror, and Bruce 


ot me a domestic video deal 
with Mogul for Curse. They made up a superb ad campaign, 
with a full colour painting of a ghoul eating some red ‘flesh 


Bruce sent me ads from video trade magazines, and 1 could 
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sec how the picture was being marketed. Later, we were 
setting up an outright sale deal on NightBeast to Troma. 1 
thought that it would be good to get a final deal for cash, 
since my main sales through Bruce and Alex were slowing 
down. This worked out fine for me. 1 was able to get 
$12,000 from Troma which, when coupled with the money 1 
was making as а Special Commissioned Officer with the 
Maryland State Police (don’t ask... would finally give me 
the seed money to move to Los Angeles." 

Looking back at the second movie, Malanowksi feels 
justifiably pleased: “I think it was а lot better than it had any 
right to be. 1 was much happier with the acing, the story, the 
editing, pretty much an improvement in all areas Still, there 
was so much more | would have liked to do if had the time 
and the money. 1 envisioned an opening sequence under the 
credis that showed, via flashback, the Confederate soldiers 
being tortured. But, 1 would have needed to shoot it on a 
sound stage with some wagon props, cannons, Union 

niforms, et al. Just no way 1 could have afforded that." 

His next remarks raise the possibility of yet another 
treatment of the Undead Confederates story — truly the 
concept that wouldn't die! “I have toyed with the idea of 
somehow remaking the film, and shooting the script Ihave 
for the sequel (Revenge of the Screaming Dead) st the same 
time. Ви, I'm doing so much better now working on other 
people's projects, that 1 just don't fel the need to do the. 
same story for a third time! I will get back into production 
someday, probably within the next five years, the way that 
my company is going." 

After directing The Curse of the Screaming Dead, 
Malanowski moved into sound and film editing for a string 
of exploitation notables of the eighties and nineties, 
beginning with Fred Olen Ray: “I packed my car and drove 
‘out to Hollywood in 1987. I started working immediately for 
Fred Ray where 1 did the sound editing/desin for Phantom 
Empire, Evil Spawn (1 also re-edited the picture), ar 
Hollywood Chainsaw Hookers (1 was also the assistant 
editor. Then, 1 moved over to work for Dave DeCoteau. 

Теш picture and sound on Nightmare Sisters and Deadly 
Embrace. Then, Vut picture fot Dr: Alien, Ghettoblaster and 
Ghost Writer. | next became the house editor for Action 
Intemational Pictures (another “ALP Studios’). They also 
hired me to first cut sound (Future Zone, Deadly Dancer, 
Final Sanction), then picture and sound (Raw Nerve, Center 
of the Web. Mardi Gras for the Devil, Good Cop/Bad Сор), 
Ali these were for director David Prior. When David left 
AIP, went with him, and cut Felony and Mutant Species. 

1 did several other smaller-budget films, and then joined 


Scott MacQueen in the restoration dept at the Walt Disney 
Studios, There, 1 did a slew of pictures including the full 
scale restorations of Вай ойх and Broomsticks, The 
Happiest Millionaire, the Davy Crockett TV shows and 
Fantasia. 1 moonlighted at Crest Labs in Hollywood, doing 
clement evaluation and digital spotting for most of the 
Anchor Bay titles, and then worked for two years editing and 
producing DVDs for Disney. I'm especially proud of the 
work I did on the DVDs of 20000 Leagues Under the Sea, 
ОМ Yeller, Swiss Family Robinson and High Fidelity. I 
‘oversaw the mix on he deleted scenes for Unbreakable and 
the director's cut of Nixon. Al in all, I worked on dozens of 
pictures in various capacities. 1 would even cut promos and 
trailers on the side. Then, 1 got into TV restoration with 
Ascent Media. I recut the first two seasons of shirysome 
‘thing, and am now heading up the recut of all nine seasons 
of Seinfeld for DVD — a multi-million dollar contrat. 

And the moral of the story? ГИ leave the final word to 
Malanowski: "And all of this is through my company Little 
Warsaw Productions — the exact same production company 
that brought you Night of Horror! Lowe it all (1 repeat all) to 
the experience 1 got from making Night of Horror and The 
Curse ofthe Screaming Dead! 


1 Van Der Boek is an experimental filmmaker and animator 
whose 1968 film Death Breath Terry Gilliam says inspired his 


animation siyle. 


2 Amongst those cani 
reduction assistant John Ded, who went оп to design the monster 
for Dohler's NighBeas and, most notably, the amazing monsters in 
Douglas MeKeuwn's The Deadly Spawn = see interview wih 
McKeown. 


their ea oa The Allen Factor was 


Э Hammond went on to do makeup on such films as The 
Basketball Diaries and Minority Report 


+ The origin of this term is uncertain and body debated, but it 
cither means “Motor Only Sound", “Minus Optical Sound" or “Ми 
Ош Sound” = the later supposedly resulting fom а German director 
asking for a shot "Without sound” in a thick accent! Basically, MOS 
indicates a shot taken without sound 


5 Dohler began and then abandoned a version of Nighean 


before starting spin and completing а second version. 
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Punished 


By the Sun 


Marc B. Ray on Scream Bloody Murder 


Scream Bloody Murder (1972) 


Ми Roten ву rod shot hrc of 
Bad reo), Ply by etc bl we 
1572 wich hace many eee wk 


released 


‘own and is definitely worth seeing, but Ray's film is the 
crowd pl 
id а pleasingly lurid visual style. 
You know you're in for something special when the 
pre-credits sequence shows Matthew as a young boy (J.M. 
groves, deliberately driving a 
(Ron Max), Somehow, though, he 


ser, featuring iesome deaths, 


Jones) in the family oram 
bulldozer over his fh 
falls off and gets his hand mashed beneath the vehicle's 
reads — surely the epitome of the ‘bizarre gardening 
accident’. This blatantly Oedipal opening riff is dressed up 
with weird eamera angles and wide-angle lenses, giving the 
films its first blast of lunatic energy. (175 interesting to note 
hat director Mare Ray also wrote Thomas Alderman's 
horror flick The Severed Arm the same ye.) 

The story proper begins ten years later. Returning 

is crushed hand 


some unannounced from the nuthouse, 
now replaced with a hi-tech claw, Matthew (Fred Holbert) 
arrives just in time to see his newly remarried momma 
(Leigh Mitchell) canoodling with husband number two 
(Robert Knox), This is hardly the homecoming he's been 
anticipating, and it's not long before he expresses his 
displeasure by gruesomely axing the interloper (in а scene 
ppears slightly cut for the UK video rel 
Understandably, momma takes a dim view of this, and in 


the ensuing struggle she falls, bashing her brains out on a 
rock. Taking to the road, the deeply disturbed Matthew 
accepts a lifi from a young couple (Suzette Hamilton and 
Wiley Reynolds), only to murder them too, hallucinating 
that they're his mother and her new husband, Such visi 
will haunt him throughout the movie. He winds up broke 
м Venice Beach, and falls into conversation with а young 
woman called Vera (Leigh Mitchel, again), a hooker 
whom he sees painting abstract canvasses on the porch of 
ber wooden shack. Matthew resolves to "save" her from 
the men who ‘defile? her, but first he n 

o woo his new love. With this in 
mind, he talks his way into an uptown 


somewhere impressive 
sion, murders 


the occupants, and voila! Posing as the wealthy son of a 
millionaire, he lures Vera back to the house. However, 


Punished By the Sun 


Vera disappoints Matthew by declining to move in, so he 
trusses her up in the bedroom: she's going to live with 
him, like it or not. АП seems hopeless for Vera, ший she 
realises there's one weapon she can use to intimidate 
Matthew — her body, 

1 know, 1 know: another flick about а momma-obsessed 
mut on a killing spree. Stay with it though, because there's 
enough oddity and imagination ir 
‘make it fly. The premise may be shop-wom, but Scream. 
Bloody Murder is top quality exploitation: it's well shot, 
fairly well acted, and the killings are bloody and 
not to mention generously scattered throughout the film. 


e staging of this tale to 


Ten murders in seventy-five minutes is prety fine for a 
film made in 19721 Matthew's axing of his stepfather is а 
grisly montage of chopping and bleeding, while the death 
(A. Maana Tanclah), hacked to death with а 
meat-cleaver 


ofthe 
1 the better to smear 
camerawork, cheap 
to mind the climax of 


a white-tiled kitchen 


with blood) is an OTT mélange of wil 


gore and piercin 
Don Look in the Basement, made the same year. The 
murder of one of Vera's clients, a sailor (Ron Bastone), is 
also impressively nasty = he 
ıa palette knife then stabbed through the palm of his 
outstretched hand, in a sequence that wouldn't look out of 


screams that brin 


slashed across the face with 209800 Seream Bloody Warde = 


"he fin lo Jom B. Katy 
тоге Marc Ray comms 1 tave ne de 
мо Job B. Ke is and v 

lo be atached totis Че ош 


place in a Dario Argento film. 


Given its excessive qualities, I'm surprised that the 


film is so infrequently reviewed. Most of the bloodier 


GROTESQUE... 
GRUESOME! 


Scream Воду Murder gets of to a great 


| 


horrors of the seventies have had their champions, but 
Scream Bloody Murder is relatively uncelebrated. True, 
Matthew = played with grim-faced intensity by Fred 
Holbert — is not one of the more "sympathetic" psychos of 
the cinema: indeed 1 spent much of the second half of the 
film willing someone to kill him. He's a prudish, mother- 
fixated killjoy (how's that for an understatement), 
convinced that decent women should hate sex, and he 
bends every situation into an opportunity to relieve his 
Oedipal rage. This is one serial killer whose bad attitude 


is not merctriciously polished up to make him a sleazy 
audience surrogate, Fixated on the notion of his mother's 
"purity and regarding with thin-lipped hatred anyone he 
sees as а “corrupter’ he's unlikely to set the stalls 
cheering å là Jason Voorhees, which deflects all 
sympathy onto his hapless victims. 

Mrs interesting to contrast Holberr's performance with 
that of John Amplas in George Romero's Martin, The 
prosaic voice and demeanour are very similar, and the 
characters are roughly the same age and build, but 
Matthew lacks Martin's self-cons 
Matthew's spitefülness towards women, his self- 
obsessiveness and lack of empathy, are actually closer to 
the serial-killer mark than Romero's creation who, 
despite being 
characters in u 


ye of the most intricately drawn 
entire horror genre, seems to exist 
outside of therapeutic realism. Scream Bloody Murder is 
like Martin without the sleight of hand that tums a killer 
into a tragic anti-hero: there's nothing sweetly sorrowful 
about this guy. Even when Matthew callously slaughters 
the maid and the old lady, then sobs as he kills her dog, 
he merely demonstrates atypical attitude among 


murderers (Myra Hindley for example), who often. 
reserve tender feelings for animals that they withhold 
from human beings. 

Despite the claustrophobia, the goriness, and the 
fundamentally downbeat premise, Stephen Burum’s agile 
camerawork and the rather campy ‘afternoon TV" score 
ensure the film is impossible to take too seriously. 
Matthew's insane visions of blood-caked ghoul-women 
provide both scares and visual amusement: cackling and. 
taunting like the female apparitions in The Evil Dead, 
they are shot using a filter beloved of psychedelically 
inclined directors, with waves of ‘transparent treacle” 
appearing to wash over the image. Far out, man... That’s 
‘not to say ай the laughs are accidental: when Vera asks 
Matthew what he can see in her painting. he gazes atthe 
abstract mulch for a while and says he sees а figure: 

He been punished by the sun, hes been punished for 


chopping up the man who took his mother away from. 
him.” “I didn know I was such a good artist,” Vera 
deadpans. 

"There's humour too in the way that Ray stages the 
sequence in which Matthew sets himself up as a phoney 
"millionaire's son" — it's shot with a directness of purpose 
‘that matches the killer's single-mindedness. The youth 
simply marches up to the first big house he sees, asks to 
use the telephone, then murders the friendly black maid 
with a cleaver before racing upstairs, smothering the old 
lady who owns the place, and cutting her pet dog's thront 
оп the kitchen slab! Easy. The whole sequence is so 
neatly, concisely and shockingly done you have to laugh. 
horrible though it all is. Plus, it fires up the transgressive 
mood of the film even as it demonstrates the ruthless 
self-interest of the killer. 

The film's major flaw is that people give the clearly 
unstable killer too much credence as a regular guy. Bei 
з hooker, Vera really ought to spot her loony admirer's 
symptoms for what they are, as he fulminates against her 
sexual activities. The same goes for the maid who allows. 
Matthew to use the phone. Other absurdities include 
scenes where Vera tries to escape while Matthew is ош of 
the house. In one instance, all too common in films 
trussed up victims, a caller knocks at the door 
but, with help just а few feet away, Vera falls to make 
more than a squeak; as if all it takes to completly sil 
a captive is a piece of cloth tied over the mouth. There's 
another irritating moment when Vera dislodges a ringing 
phone from its wall-mounted hook, then stupidly uses the 
phone-cradie lever to dislodge her gag, thus ringing the 
caller of She calls the operator, using her nose to dial, 
but can’t form the sentences required to ask for help, until 
she's interrupted by Matthew who hangs up the phone. 
“This last failure is at least explained by hysteria and 
panic, but the preceding silliness has made us impatient 
with Vera, when we should be rooting for her. 

Depending on your mood, the film can feel either 
amusingly trashy, or unpleasant and claustrophobic 
Despite its intended status as a schlocky exploitation pic. 
the second half of the film, concerning Matthew's attack 
‘on Vera's freedom and identity, is pretty tense and 
unsettling, like а slasher-film take on John Fowles's The 
Collector. Scream Bloody Murder isn't as smart or 
disturbing as Fowles's book, but it still has power. The 
killer's gauche tirades are simultaneously funny and 
horrible as he buys his captive “presents” in order to 
secure her co-operation: "Look at this = a steak! Well 
who elie ever bought you a steak before? Nobody, thal 
who. And paints, and an easel... an easel! How do you 
like that? There's more damn stuff here than you've ever 
seen in your life, But do you appreciate И? No, you dont 
appreciate it. Fine dresses and nice food, the best art 
stuff they had in the whole store. d like to have seen the 
sailor buy you stuff like this. Well he wouldnt = would. 
he? WOULD HE?" The stalkers lair scenario culminates 
їп а battle of wills between free-spirited Vera and her 
repressive captor, and Ray engages our utmost sympathy 
for the woman. But will our feelings be mauled by one of 
those bleak endings so typical of the early seventies? Or 
can the feel-good factor prevail? You'll have to watch. 
and see. In the meantime, let's hope Scream Bloody 
Murder eventually receives a much deserved overhaul on 
DVD, where I'm sure it will captivate a whole new 

eration of fans. 


Nightmare USA 


Marc В. Ray 


Interviewed 


Early Days 


‘are Benton Ray was born in 1940, in Klamath Falls, 
Oregon, an army brat whose father was а Captain in 
the medical corps. His family moved to New York when he 
was just five, and Ray spent the rest of his childhood and 
adolescence there. After leaving school he studied method 
seting under Elia Kazan and Lee Strasberg at New York's 
amed Actors Studio, from 1956 to the early sixties, but he 
also studied the opposing tradition of classical theatre: 
‘Between studying and teaching, 1 probably had the chance. 
to play every major and secondary role that Shakespeare 
wrote," he recalls. Ray decided to move to the West Coast 
in Hollywood. "I came to 
California to pursue acting, but 1 woke up one day, 1 was 
about twenty seven, and 1 wasn't an actor any longer. And 1 
don't really know why for sure, except I know that I don’t 
like actors! I like rel 
being an actor in California, where 
around with other actors, and they're a totally different 
breed in California, You could be in а різ 
and your leading actor will not show up because he just got 
a commercial somewhere = and I've directed plays where 
this has happened. You say to him, we've got an audience 
en rehearsing three months, and he 
g. Ihave to 


and continue his car 


sasing, but there's something about 


alifomia 


siting here, we've 
says, "I have a commercial tomorrow momi 
get up at six o'clock or РИ get bags under my eyes, so I'm 
not coming!” No one in New York would do that 

In place of acting, Ray found himself writing for 
television; everything from variety to comedy to drama to 
children’s shows. One of his earliest writing commissions 
came when а friend, produceridirector David Winters, 
invited him to write a documentary about motor racing. 
Once Upon a Wheel featured contributions from celebrated 
racing driver Mario Andretti and movie stars like Paul 
Newman and Kirk Douglas. Ray then collaborated on a 
lavish TV Special featuring Ann-Margret: "David Winters 
жаз my best friend at the time, we were actors together in 
New York. He was in the original West Side Story and he 
became a choreographer, much in demand. Ann-Margrt's 
career as a young ingénue/sexpot was basically over, so she 
mounted a Las Vegas show afier about a five years absence 
from film, to renew her career with a different image as a 
sexy multi-talented singer/actress. David was called in to 
choreograph it, and it was а big hit. David and his partner 
Burt Rosen sold it as а TV Special during the golden era of 
variety shows. David asked me if 1 wanted to write it, take. 
a look at the nightclub act and conver it to TV. 1 said Pd 
never writen anything, but he said he didn't trust 
Hollywood writers and wanted to work with someone he 
knew, We put the show on, it was a huge hit I started 
doing specials for Bobby Gentry and Noel Harrison and 
Goldie Hawn, through the sixties and the beginning of the 
seventies. 1 did a Tom Jones TV show in Great Britain 
called The London Bridge Special, with Jennifer O'Neill 
Kirk Douglas and Rudolph Nureyey, Douglas was in Rome 
at the time doing a movie called Sealawag (1973), and he 
was supposed to come to London to do his routines with 
Tom Jones, but he couldn't get there so we took everybody 
to Rome. 


Punished By the S 


But as if Ray realised hat there 
was still one ambition he hadn't explored: “I wanted to 
apply my talents and skills to the cinema," he says. "My ex- 
wife's father was Ed Goldman, who along with her brother. 
Michael Goldman owned Manson International and also. 
some sister companies, including Taurus Films. At the time 
they specialised in distributing foreign-made independent 
movies in America and American independent movies 
overseas, 1 made a deal where I'd write and direct а film for 
them for nothing for the experience. They asked for a 
Softcore sex film about hot-blooded gypsies, and voila 


long movie f 


Wild Gypsies and Scream Bloody Murder 


That film was Wild Gypsies (1969), which Ray helpfully 
summarises: “Hot-blooded gypsy guy meets fair-skin girl 
with big boobs, seduces her, fights with ther guys, other. 
hotblooded gypsies dance around camp fires, get tumed 
оп, make out with each other, more fighting. more ma 
Ош, gypsy music, fighting, breasts, music...” 
"This more ог less covers Hild Gypsies, which is 
exuberant in places, but essentially a filler item that wou 
ly pay off as a double bill with something a bit 
And something meatier was precisely what Ray 
mind for his next movie: “I approached Alan 
Robers, who was successful producing and distributing 
poro films and wanted to go "legit with exploit 
s. I made the same deal that I made with Wild Gypsies 
the experience.” Ray 
made several suggestions and the film script Roberts liked 
most was Scream Bloody Murder: once Ray had promised 
number of gory deaths, a budget of nearly 
$80,000 was raised. "He made an interesting deal with 
Ray explains. "In my contract he stated that the film 
‘must be gory’ and that would provide ‘one gruesome 
murder in each reel of a ten reel film’, [outdid myself. We 
had ten gruesome murders, plus a gruesome killing of a 
dog. 1 did not get a bonus for the dog!” 


Seana tom Rays 


For the leading role of Matthew, the mother-loving only 
child with a penchant for murder and kidnapping, Ray 
needed a young actor who сош convey derangement and 
obsession. He struck lucky with Fred Holbert: "Fred was a 
messenger with а post-production company who came to an 
‘open audition." Ray recalls. "Eamest, hard-working, and 
sincere. He'd only done community theatre before, He was 
years older than he looked and brought an innocence and 
Vulnerability о the role, as well as seeming to be off kil 
He was рау, but did affect Because he was 
as being 
vulnerable in a sort of Tony Perkins, Keir Dullea sort of way, 
and I liked him for that reason. He was never heard of again 
after ош film.” His co-star Leigh Mitchell the victim of 
м 
co-producer. “I don't know what became of her. I knew of 


ew 's love-obsession, was married to Ron Mitchell, the 


her acing ability for years before hand. You know, of course. 
that she plays two roles in the 

mother. 1 did this so that the hooker would remind the killer 
of his mother" Ray describes this as “a соту device that 
didn't work”, although interestingly it's precisely the 
approach used by David Cronenberg in his acclaimed 
adaptation of the Patrick McGrath novel Spider (2002). 
Another key member of the cast may not have seemed so 
impor 

genre's most popular villains. Playing the doctor who sees 


film, the hooker and the 


at the time, but he was to become one of the horror 


through Matthews pretense is “Rory Guy’, aka Angus. 
Serimm, the ‘Tall Man’ of the Phantasm films, who probably 


enjoys more dialogue in this one scene than in the four 


Coscarelli movies combined! Ray recalls “a quiet, reserved, 
and mysterious man, Kept to himself. Seemed to Бе quite 
smart, He was this ominous presence with this resonar 
voice, and when he spoke it seemed... very important 
Conventional Hollywood wisdom says you can't build a 
iim around an unsympathetic character. | don't agree, but 
having found that the coldness and spitefiness of Matthew's 
attitude prevented me from feeling much sympathy for him. 
1 asked Ray his opinion on the subject: “I don't think 
а hard and fast rule about building а film around a 
sympathetic or not sympathetic character. If it works, it 
works. I it doesn't, it doesn't. You can illustrate either point 
with successful films based on one or the other side of the 
coin, Personally. 1 felt sympathy for Matthew because he 
was a victim of his obsessions and delusions and his warped 


childhood. It doesn't excuse his pathological behaviour, of 


course, but it does make him a more interesting and 


conflicted character, driven by inner demons and re 
psychosis rather than sheer evil. Matthew is sociopathic. He 
has no sense of other people's feelings, only his own wants. 


and needs. He needs а car, he gets опе. He needs а 


irl, he 


kidnaps one. He needs а house, he commandeers one. | just 


connected the dots. What did Matthew need next? Watch 


wants, needs, feelings, or life.” 


The combination of bloody violence, added to the very 


bleak and downbeat mood, was common in seventies horror 
but is much less popular today. I asked Ray what could 


have influenced this nihilistic strain în his writing, where 
even the family dog gets butchered: 1 was and am in fine 
spirits and take each day with humour and a grain of salt. 
My money-man wanted gore, and Technicolor blood was 
‘one of our biggest expenses. It was in the contract! There 
had to be one murder in every reel, so basically we were 


pacing them ten minutes apart. ‘Gorenographic', as the. 
original one-sheet said, As soon as 1 saw the film put 
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together, I wished I had used much less blood. И would 
have been more frightening and more realistic. The 
excessive blood made the film too over-the-top and kept 
you from entirely suspending your disbelief. 1 wanted 
Matthew to Kill the dog so (a) he could, in bis mind, create 
a peaceful and trouble-free world for him and the hooker. 
(9) so we could shock the audience, and (¢) to ive up 10 my 
contractual obligation to provide lols of gore. By the way. 
the immobile dog with the cleaver in is neck never blinks 
їз eyes because during the zoom in, did a freeze frame on 
his opened eyes which made him look dead 

‘At which point, we British viewers of he film doa 
double-take: there is no such cleaverinthe-dog neck shot 
inthe British pre-certifieate release on the 21st Century 
Vidco label. Despite his qualms about excessive gore, Ray 
gh when {tl him this: “Too bad about those edits. А 
few of those closing shots ane as gory as hell. Lots of blood. 
Hollywood filmmakers are always old to make it sexier for 
some countries, tone it down for others, more blood and guis 
For these counties, less violence for those. I guess some 
distributor didn't think you Brits have the stomach for some. 
‘ofthe mayhem that went on so they cut it down for you. 
Toughen ир. Americans like all the sex and blood they can 
ра. and then оте” 

The іт defies its low budget by hopping energetically 
through several different locations Ray recalls that the 

ion was shot "all over LA. wherever we could sical 
Scenes without a permit, without insurance, and without 
ting caught. Once Майк kills his folks, its basically a 
Toad movie. he hits the road and makes murderous stops 
along the way, with no real destination in mind. The mansion 
he commandeers is now owned and occupied by Muhammad 
A and was used in the last Rocky film as Rocky's 
residence I was owned by a minister, a very old man, who 
Sad a Christian radio show. His pool was fouled up and one 
ofthe руз in the crew was willing ро into the pool and 
remove the pump or fiter and fix it for bim. And he said. if 
you сап fix it you can use my house for three days. So we 
Fixed his pool pump and we gto use it” 

As always with low-budget production, the fim 
demanded 1105 effort from the cast and crew: “We worked 
for ten days, cightcen hours a day, по days of, in order to 
maximize не of the renal equipment and keep the budget 
жау, way down. Because 1 didt attend film school or have 
ny on-set experience other tham as a writer or actor, I was 
‘compelled to concentrate оп my weakness, the technical 
Side, rather бап the acting and character development, 

S hich was my strength. 1 was also solely responsible for 
geting he fim done omtime and on-budget зо every 
minute detail down to gasoline for the trucks and coffee and 
doughnuts became my focus. 1 wish 1 could have concen- 
trated on the actors and visual look and had someone else 
жопу about the nus and ols, but, c'est ave" 

The hand-held camerawork, wide lenses, and ld 
“Dutch anges used for the violent scenes were the work of 
Stephen Burum, а briliant cinematographer who was just 
staring out at the time. He went on to shoot The Outsider 
and Rime for Francis Ford Coppola, before becoming 
з regular collaborator with Brian De Palma, shooting Pod; 
Double, The Untouchables, Mission Impossible and others. 
Ray knew he'd struck lucky with his DP: "Steve Burum is 
bom genius as a cinematographer. He starting filming when 
he was just йе kid, lys knew he wanted to bea 
cinematographer. He taught at UCLA, and is among the very 
беч there в. He was the cinematographer on some ТУ 
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specials | wrote, for Ann-Margret, Bob Hope, Raquel Welch, 
tc. We became fiends and admirers of each others work. 
He did the film asa favour to our friendship. He's truly 
gified. His talent makes me and the fiim look much better 
than either of us deserve.” 

When it came to the editing. low-budget restrictions 
were very much to the fore: “My choices were limited to 
cut-and-paste. 1 was allowed very little time in editing due to 
cost constraints (rented room, rented Moviola); so most of 
what we did was splice. When you shoot so fast, you have 
very little coverage and very few retakes, so you're basically 
using the few shots you were able to get and don't have 
much room for editorial experimentation or creativity. Iam 
proud ofthe editing inthe kitchen scene where Matthew 
ils the black maid. It was filmed in two takes: Matthew 
pursues the camera, hacking at it. The camera pursues the 
maid who behaves like she's being hacked at 


Release and Reflection 


Distribution was handled by producer Alan Roberts. Ray 
remembers: “The film played in many small towns and cities 
and lots of overseas venues. It's impossible to get a small 
film with no names into a major city or chain theatre. T 
didn't attend any early screenings but saw the film much. 
later in а theatre in Washington DC (they had two reels out 
of sequence) and opening night during a wind storm in a 
drive-in theatre in ether North or South Carolina. A few 
hours after the theatre closed, the wind blew the screen down 
and the rest of the run was cancelled. By the way, the film 
was a big hit in Guam. 1 have no idea how successful the 
film was financially. We all worked for percentage points 
and none of us saw a dime. Distributors, though, always 
make money. They pass on what's left to the producers who 
deduct production costs and expenses. Add a litle creative 
‘book-keeping and there's nothing left. I's common practice 
in the movie biz. If you want to hire a Certified Public 
Accountant and auditor and invest a lot of bucks to dig 
around, you might come up with a few dollars, but probably 
not. On little films, a distributor sells rights to a package of 
films, so you never have any idea how much of the package 
is your fiim. It happens every day. Even to movie stars and 
major directors. There are auditing firms working 365 days a 
year in Hollywood doing nothing but looking for clients 

Scream Blood Murder wis also released as The Captive 
Female and Claw of Terror, choice made by the distrib- 
tutor, says Ray, "to maximize income potential and to re- 
release the same film under different titles at a later date.” ОГ 
‘cours, such capricious retitling is yet another factor which 
keeps the filmmaker in the dark about the true extent of his 
movie's profits: "Because it was produced by the distrib- 
чогу, they played the ell out of it, at home and overseas.” 

Marc Ray's shocking and enthralling horror film may be 
overdue for a revival but he's far from convinced of that 
himself, admitting: “I'm afraid 1 didn't and don't attend 
horror films. I shouldn't have made this one, but it was a 
chance to get some much-needed filmmaking experience. 
I'm sure that someone who loves the genre would have done 
а mach, much better job than 1 did. The same goes for Wild 
Gypsies. I'm 30 years older than | was when I made the 
film, The world has changed, Гуе changed. Nobody would. 
give me a movie to direct and 1 wanted to leam and get one 
‘or two on my résumé. First time around. they wanted a 
nudie. I could have said no. 1 didn't — | made а nudie. 


Tie 21st Cen (VCL) UK dno cover 
‘Scream Bloody Marder 
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Second time around, they wanted blood and gore. Nobody 
forced me, 1 made blood and 


ore | was hoping to make 
Forrest Gump one day. It would be best if the director was 
passionate about the kind of film he was making. I knew and 
ie about horror films. I'm a perfectionist and 
although the film was shot very, very fast on a tiny budget, 
its huge imperfections. I think of the film as 
a cheap little exploitation film that doesn't elevate the human 


know nothin 


condition in any way, there is no moral or ethical lesson to 
be leamed from it, йв intent is to entertain by slaughter, W's 
just not who Галь 1 appreciate that you see merit in the film, 
T really do. But the way I'm wired, І сап only see how much 
better it could have, and should have been. Given the money 


and time constraint, И could have been a five or a six. | 


missed by a mile 
Referring to the friends and colleagues who made 
Scream Bloody Murder with him. Ray reflects: "We w 


fairly relaxed, counter-culturish group. lt was, after all. 

Southem California during the height of the hippy, free-love 

smoke pot, peace-amd-love ега. I was and am a liberal, civil- 
is advocate, 


E ex-freedom rider, pacifist. 1 had the privilege 
‘of having my two front tech broken in a jail in Montgomery 
Alabama when I was punched in the face with my hands 
cuffed behind me, And siting on the floor we were all made 
to sit side by side with our hands cuffed behind our backs, 
and this cop or Mount came along and took out his dick 
and urinated on all of us, so that was a wond 


ful experience 
Then when I was here in California there were a lot of anti 
war demonstrations. When the last riots broke out here my 


т called me up. she lived in Brooklyn, and she said 1 
et involved, but please don't. | ended up 

going to hospital and rolling bandages, and driving people to 

hospital who had been beaten and dumped on the sidewalk 


know you're gonna 


Back to the M: 


instream 


After Scream Bloody Murder, Ray continued writing for film 
and television, For horror fans, the most notable of these 


credis is The Severed Arm, directed in 1972 by Thomas 
Alderman and produced by Gary Adelman (see review 
section), Ray explains how the script came about: "My 
father was an Army physician in Word War I. He had told 
me about some sailors who were stranded for days in a raft 
and drew lots to consume one another's body parts ín order 


to survive. Soon after severing one guy's arm and cating it, 
they were rescued. The guy without the arm always resented 


the other sailors, and they always lived in guilt thought it 


was a great basis for a story. Years later, on location for 
Scream Bloody Murder, а passer-by approached me and. 
introduced himself. He said he was Gary Adelman and 
wanted to be a movie producer, He was looking for an idea 

watching them set up. 
the next shot (Matthew meeting the hooker as she was 


fora horror movie, My mind was o 


painting in Venice), and I off-handedly told him my idea for 
the severed arm story, He took my phone number and called 
me à day or two later. He bought the story from me (1 think 
for one hundred dollars), and the rest, as they say, is history 
After writing another lavish TV special. this time 
featuring Вол Bacharach and pop singers The Fifth 
Dimension ( “Ир, Up and ves") grooving in ‘Shangri-La’ 
wok him to he very heart of 
American culture. Strange though it may seem, the man 
behind Scream Bloody Murder became the only director 
interviewed for this book to have had his own parki 


Ray's next major credi 


pace 
at the Disney Studios, when in 1976 he was entrusted with 


stewardship of The New Mickey Mouse Club, the Disney 
Corporation's relaunched children's variety show. The 
original ran from 1955-59 and then in syndicated re-runs 
through the sixties and seventies. By the mid-seventies, 
though, the series was looking distinetly old-fashioned, and 
the Disney top brass decided that а new version was required 
Ray explains the thinking: “In the mid-70s, Disney studios 
decided to recreate the Mickey Mouse Club TV series, Times 
had changed significantly since the original euesy-poo 
version The new version would be shot on muli-camera. 


videotape, which Disney hod never done before (only single 


camera film), and they wanted a contemporary fel to the 
show. My agent submitted me as bead writer because 1 had a 
lot of experience in videotaped variety TV, and 1 was into the 
рор and rock music scene They took a long, hard look at me. 
swallowed hard, and hired me to be the contemporary pulse 


‘of the show. In addition to my writing chores, Peter Martin 
and I wrote the theme songs for the daily shows, and I 
introduced them to“ Walkin’ the Dog’, Јоу to the World 
and some other rock classics. It was fun. I had а lot of 


independence, since they were brand new to this world. The 


old guard at Disney regarded me with some suspicion, 


especially in the executive dining room which I was privey 
то. They wore white shirts and ties, ад long hai, à beard 
and blue jeans. They also approached videotaping inthe 

пе manner as film, which I happily educated them in. 
The which building 
your office was їп, how nice your office was, where you 
but since 1 had 


e was a distinct hierarchy at Disney 


parked, ate, who your visitors were, ete. 


such a pivotal role in the production, I leapfrogged past som 
ofthe od-guard, which they weren't that thrilled about. 
Havin 
creative, intelligent, talented, sane and wholesome people 1 
Disney studios. It 


said that, | want to emphasize that some of the mos: 


have ever worked with were 


ployed 
vo know them 


was a pleasure to watch them work and 
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However, as time went on, Ray found the film and TV 
‘world gradually less appealing: “I started writing movie 
pilots for TV, fixing other people's shows. 1 wrote one. 
hundred episodes — five a week for twenty weeks — of The 
New Mickey Mouse Club, but of all those on the air, 1 don't 
think I've seen any. I'm just not interested. | don't think 
television's that good. I always had a movie under option 
until about ten years ago [1992] when 1 decided to get of 
the merry-go-round, I was doing okay pitching and getting 
things optioned but then you'd get a star attached and you 
couldn't get a director, ог а director attached and you 
couldn't get a star. And I'm not the only one; that's the 
norm, the people who get a movie made are the lottery 
winners." So were any of these scripts likely to lead Ray 
back into the territory of Scream Bloody Murder? “I wrote 
а movie that | suppose could be called а horror movie 
because it concems this woman who kills lots of people, 
and the guises she wears, a very intense psychological 
study called ‘Who's Afraid of Junie Frequent. lt was 
optioned, and at one time it had Mia Farrow attached to it, 
and then it was called ‘Season's Greetings’ with the very 
young Winona Ryder attached to it. | was very strenuously 
‘ying to get Adrian Lyne to take а look at it. really 
admire his directing." 


Scream Bloody Patients! 


Today, Ray's main avenue of work is psychotherapy, a field 
һе first entered in the mid- 9805; "I was always fascinated 
by psychology, people's personal inner demons, and 
conflicted characters. Acting and writing, fr n 

closely aligned with psychology because th 
interested, primarily, in mood and behaviour. Why did the 
character do that? What if he did this instead? What was he 
thinking? How did it affect other characters? How did he 
feel afterwards?" got started in psychotherapy because as 
ıa young professional actor ft was time to declare a major in 
college. I was thinking of medical school, paediatric 
psychiatry and neurosurgery. Since I was already severely 
bitten by the acting bug, the lure was much too great. Plus, 
that's where all the tasty babes were... certainly not in med 
school. Years later when I was a single parent of two small 
children, my ex-wife, a well-known model, left us for a 
young and dashing cardiologist. Since 1 was a freelance 
Seriter-producer-director with a feast-or-famine career, 1 
knew that when college time for the kiddies rolled around, 
T' better have a Plan B. So | went to grad school and 


became a shrink, to supplement my income in case 1 
needed it for their tuition, Parenthetically, 1 met and 
married a fabulous woman when 1 was inteming in û 
Beverly Hills mental health clinic, a successful psychother- 
арія herself, My kids are terrific young adults and all is 
well with the world — except for the Middle East.” He 
describes his therapeutic approach as: "Flexible, eclectic, it 
depends on who walks in the door, and what their issues 
are. People who get stuck in any one modality and have to 
cram every square peg into that one round hole find their 
patients leaving therapy very early. You have someone. 
‘coming to see you and you present yourself in as real and 
authentic way as possible. Don't put on any airs, don’t be 
“the therapist! forthe 

human relationship, s actually very close to being a 
method actor, doing a real life improvisation.” 

So finally, as a therapist and a filmmaker. what does he 
think of the arguments surrounding the issue of screen 
Violence? “It's a valid and ongoing debate with much 
fodder from both camps. Highly suggestible and unstable 
folks might (the operative word being “might’) get ideas 
and impetus from a movie and go out and do a bad thing 
“The average Joe can separate fact from fiction and knows 
what's appropriate behaviour and what isn't. There's 
always the occasional loose nut who'll put on а ski-mask 
and carve up the neighbourhood with а chain saw because 
he saw it on cable. He's one in а million and if he didn't 
learn it at the movies, he would have figured it out sor 
other way. Billy Crystal said it best: ‘If we're so 
influenced by films and TV, how come sit-coms don't 
make people funnier?" 


Winters is the Bride bon director of The Last Horror Film 
(1982). which reunited Maniac stars Joe Spinel and Caroline 
Munro. 


п, don't be their “guru', get into a real 


2 вау is referring to Tom Jones’ London Bridge Special which 
the Welsh singer boards a double-decker bus in London searching 
ог the fous London Bridge, and is magically transporte Lake 
Havasu, Arizona. Guest sars included Jennifer O'Neill, The 
Carpenters, Kirk Douglas, Rudolph Nureyev, Eliott Gould 
Jonathan Winters, Chief Dan George, Lome Greene, Charlton 
Heston, George Kirby, Michael Landon and Engelbert 
Humperdinck. 
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ve Atay Ray) 


They took away everything he 
loved and cared for — and now he's 


“The Orphan" is a gripping 
psychological thriller — 


, А 
don't watch it alone! 
Written and Directed by JOHN BALLARD 

‘Starring PEGGY FEURY € JOANNA MILES € DONN WHYTE 
‘and introducing MARK OWENS as David with STANLEY CHURCH @ 

ELEANOR STEWART € AFOLABI AJAYI € JANE HOUSE € 

ED FOREMAN € JIM BRODER 

‘Art Director, Production Supervisor SIDNEY ANN MACKENZIE 

Production Supervisor PETER MULLER Theme song by JANIS IAN 


“Solo ватылу Heo Video а Licensed through Yoo Fim investments Lu. 


chapter 16 


Growing Pains 


John Ballard on the making of Friday the 15th: The Orphan 


with contributlons from Sidney Ann Mackenzie 


Friday the 13 


rhe Orphan (1977) 


he 19305. When wealthy explorer Kevin De Ropp 
(Donn Whyte) and his wife Terri Joanna Miles) are 

Killed in a domestic shooting accident. their ten-year-old 
son David (Mark Owens) is left in the care of his Aunt 
Martha (Peggy Feury), who moves into the De Корр 
family home, a large estate set in rambling grounds, 
David, an imaginative and sensitive boy who idolised his 
father, finds life without him difficult, and his relationship 
with stem, repressive Aunt Martha soon deteriorates. 
Martha, who means well but has no empathy for children, 
‘makes the mistake of criticising David's father; her 
subsequent attempts to guide and discipline David fall on 

опу ground, and he begins to despise her. For a while, he 
becomes close to Akin (Afolabi Ajayi), an African friend 
of his father's who lives on the estate, and enjoys friendly 
banter with Dr. Thompson (Stanley Church), another of 

is father's old friends who visits occasionally. He also 
forms a lose connection with Mary (Eleanor Stewart), а 
servant woman, However, Aunt Martha grows resentful of 
these bonds, and when she sees Akin sharing a pipe with 
David in an African smoking ceremony, she orders Akin to 
leave the estate, demanding also that he should dispose of 
a live chicken David keeps in an old coop at the bottom of 
the garden. The coop is the boy's private den, almost 
hidden in the trees at the edge of the grounds where Aunt 
Martha rarely strays. Although forbidden to say goodbye 
то David, Akin sends him a note explaining that Martha 
‘demanded the chicken be killed. Consumed with rage at 
his Aunt, David spends more time down at the соор. 
collecting objects of talismanic significance and 
constructing his own belief system, drawing on African. 
‘mysticism gleaned from his father and Akin, mutated hy 
his own fevered imaginings. Central to his private iconog- 
raphy is "Charlie, a stuffed chimpanzee, who occupies 
centre-stage on а raised dais. When Aunt Martha acciden- 
tally kills David's pet dog by slamming a door on it, he 
becomes fixated on prayers and rituals to destroy her. His 
friendship with Mary ends after he overhears her saying 
she doesn’t care about him. While Mary is hanging sheets 
эп the laundry room an unseen assailant attacks her, 
stabbing her to death. David runs in his pyjamas across 
snow-covered countryside to the Ford house, claiming to 
have heard Mary being murdered by Aunt Martha, but the 
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Fords simply retum him back home. Martha tells David 
she's decided to send him away to boarding school: falling 
asleep, he has a nightmare in which he's admitted to an 
‘orphanage with filthy interiors, broken furniture, and 
rusting beds upon which disturbed children are tied up: Dr. 
Thompson and his Aunt, the latter disguised as a man, 
take him to a filthy operating theatre and cut out his 
tongue. On waking, David sees his Aunt go down to the 
‘coop. Enraged at the thought that she might destroy 

Charlie’, he follows her. 

Literary in both source and style, The Orphan is a 
secret garden in American horror, barely acknowledged in 
fan writing so far but worthy of much closer inspection if 
you appreciate subtle psychological chills. Director John 
Ballard’s resolute emphasis on character, and relative 
disinterest in physical violence, may have contributed to 

release, but I urge 


you to see this highly i 
Sredni Vashtar. a marvellously mordant short story by the 
British writer Saki (aka Н.Н. Munro) ~ whose tales, though 
тиу drawn upon, provide excellent material for film 
adaptation (Claudio Guerin Hill's La campana del infierno 
(1973) used Saki’s story The Open Window to great effect 
for one sequence). It's also worth checking out The Orphan 
if you enjoyed Bergman's Fanny and Alexander (1982), 
and I was reminded of it too when 1 saw Neil Jordan's 
brilliant fiim The Butcher Boy (1997), but there are few 
precursors; perhaps The Orphan's only cinematic parent is 
Jack Clayton's The Innocents (1961), 

Vital to the film's success is young Mark Owens, who 
makes David a credible and sympathetic figure. His expres- 
sions of incandescent rage at The Woman’ (as he twice 
refers to Aunt Martha) have the primal energy of hatred 
that only a child, powerless to act ín an unjust world, can 
summon, As is often the case when the powerless have 
nowhere to turn, religion becomes the outlet, and Owens is 
particularly outstanding in the scenes where he assembles 
his religious iconography and prays, sometimes inthe 
clasp-handed style of Christian worship and other times in 

mulation of African tribal trance-states. His sleepy, 
slightly deer-like features suddenly animate into blazes of 
emotion. It's a pity he didn’t go on to act in other films, 
because in The Orphan he shows the promise of a young 
Wil Wheaton: he could certainly have held his own in a 
movie like Stand By Me. 
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Then there's Peggy Feury, s skilled and thoughtful 
actress who demonstrates here how she came to be one of 
the guiding lights in her profession. (She taught acting at 
the Actors Studio, alongside Lee Strasberg.) The role of 
‘Aunt Martha is already well-written, but Feury brings her 
‘own amazingly subtle shadings to the pat. It would have 
been easy for Martha to become simply an ogre or mad- 
woman. But despite the film giving emotional bias to the. 
boy's point of view, Feury's performance shows us a 
complex and troubled woman who sometimes tries — and 
then fails = to do the right thing. Of course there's much. 
to criticise about her: like many of the adults in the flm, 
she's appallingly racist, screeching "Don? you touch me, 
you black nigger man!" when Akin tries to protect David, 
and then informing him in more "reasonable" tones later 
that she doesn’t want David associating with anything 
‘dirty’, She's referring more to the smoking ritual she saw 
the two of them practising, but the careless ambiguity of 
her words speaks volumes for the way racist whites felt 
towards blacks in the thirties. Feury's watchful, hooded, 
rey-blue eyes have a potential for cruelty and scorn, but 
she softens this by adding a оп of defeated weariness; 
this is a woman whose life has gone sour years ago, and 
the presence of her sister's child in her life merely 
underlines her lack of love and intimacy. There's a 
suggestion that she once had a relationship with Kevin, 
David's father, until he dropped her and married her sister 
instead, but since we only see this as a sort of midnight 
reverie on Martha's part, it's unclear whether it's true or 
just a fantasy. Later, in a sexually loaded context, Mary 
‘says to her, "You knew Kevin ax well as 1 did," but this 
statement hinges on a double ambiguity — we're also 
"unsure whether Mary might actually be David's true 
biological mother. And in one of the film's saddest 
scenes. we see Martha trying to reproduce the intimacy 
she saw Mary enjoying with David earlier, during a game 
of ‘statues’, by compelling the boy to dance an awkward. 
waltz with her around the sitting room, 

At the heart of this story is а boy who feels a 
powerful need for the love and companionship of a father. 
When his father dies, Martha tries to control him by 
denying him the companionship of others, In a trait that 
leads to her downfall, Martha resents David's love for his 
father, and tries to corrupt it. The boy has a persistent 
asthmatic cough, and Martha makes a point of claiming. 
he inherited this ‘weakness’ from his dad. As with 
David's friendship with Akin, his love for his pet chicken, 
and the contents of his shed, Martha is motivated by 
resentment of anything that might mean independence of | 
‘mind for the boy, and atthe film's emotional core is the 
repudiation ofthat oppression. 

Perhaps the film's only real mis-step is that David's 
fantasy image of his father is conveyed in such a 
sentimentalised way; in fact at first | was tempted to read 
itas parody. On a snowy mountainside, David runs to his 
father and the two embrace, while twirling round in slow- 
motion to the strains of a rather slushy orchestration, 
David's father is handsome in à Kay's Catalogue sort of 
жау, and his slightly bland Marlboro-Lite features further 
enhance the feeling of parody. Once you accept that the 
feelings are genuine, though, it's worth making an 
allowance for this sentimental miscalculation: the psycho- 
logical dimension ofthe story proves to be far more 
subtle and accomplished than this early scene suggests. 
What's more, one must be careful not to bring adult 


cynicism into play when dealing with a child's percep- 
tions. The musie and the slow motion may be miscaleu- 
lated, but the snowy mountainside setting fits a boy's 
vision of his father as a hero: it's like a fantasy drawn 
from the novels of Jack London, And declarations of love 
between parents and children, though sometimes too 
casually slipped into American speech, do have real 
emotional currency. In shor, if you rescore tbe scene with 
ambient wind sounds and the crunching of snow 
underfoot, the whole thing would work just fine. 

The Orphan was begun in 1968, a very loaded year 
for inter-generational relations: Ballard, out of step with 
the zeitgeist, chose to tell a story which actually values 
the father аз а symbolic figure, running counter to the 
‘evolutionary fervour of the Youth Movement which was 
directed towards iconoclasm and the rejection of 
patriarchal authority. Jim Morrison was killing his father 
and fucking his mother in his song "The End’ (1967) but 
Ballard looked back imo childhood with a different eye. 
їп Freud, the son sees the father as а rial for the 
mother's affections, and begins the process of sociali- 
sation only when he repudiates his desire for the mother 
and accepts the Oedipal father's authority (leading to 3 
mixture of hate/adoration of the father that propels so 
‘many Oedipal narratives). Although The Orphan fails to 
‘explore David's feelings for his dead mother (an oversight 
in the film that one could perhaps construe as significant, 
in Freudian terms), his feelings for his father lack the 
conventional love/hate dynamic, because David's father is 
far from a traditional authority figure. He's more 
anarchist than lawgiver. He's the archetype of the daring 
‘explorer, absent for long stretches but generously 
affectionate to his son when he retums, and fall of 
inspiring stories about the wonders of the wider world. He 
thus represents freedom from domestic structures, where 
women are traditionally in control, The father's oblique 
relationship to conventional patriarchy puts him in 
cahoots with his son, not against him. The fact that he is 
ofen absent from the family home means that he appears 
“irresponsible” to other adults, a point made by one of the 
Fords: "If Kevin had stayed at home with his son where 
he belonged, instead of jackassing around Africo, he 
would never have died... Being a father means beins 
there at ай times.” Dr. Thompson, Kevin's friend, replies: 

‘Oh hell, Kevin was away from David for years, but Ud 
be willing to bet that David has a better sense of his 
father as а man than most boys have." And it’s borne out 
by other scenes which reinforce Thompson's argument: 
the father retains the love of his son because his 
adventurer's life in Africa inspires the boy. "Oh David, 
you'd love (t there. АШ the animals run free,” he says. I's 
‘when this powerful ally and compatriot is (accidentally) 
killed by the mother, who then kills herself, that David. 
enters a darker psychological realm; and when he is 
forced to live with the puritanical, overbearing Martha, 
and suffers а variety of emotional losses (his hen, his dos. 
and his relationships with Akin and Mary), we see what 
тау be the birth of a future psychotic. (The film retains 
some ambiguity about this — see interview)! 

One face of Western patriarchy that Ballard 
summarily dismisses in The Orphan is Christianity: We 
see David placing "Charlie on a makeshift altar and 
kneeling before it, with his hands pressed together in 
prayer. Ballard then cuts to а shot of David kneeling in 
church as a line of Catholic worshippers take the 
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mmunion wafer in their mouths. When it's his tum, 
David refuses the sacrament and throws the wafer on the 


or. "He's not my father," he explains. David's choice of 


chimp as his Godhead is also significant, both because 


gestion of nature-worship (paganism) and for 
şe particular antipathy Christians have for Darwin 


увозе theory of Natural Selection is often condensed to 


mage of a chimpanzee). The relationship between. 


kin and David also brings in non-Christian associations 
e in which Martha finds the Iwo 
smoking together. David has already absorbed African 


ially in the sce 


luences from the tales his father told о him, and his 
worship of his new god involves dancin 

ке state. Christianity did its utmost to stamp out 
religious practises built around intoxieat 


rugs or 
icing to trance-inducing music (although the later 
snuck back in via the Pentecostalits) and it's obvious 
хи, for Martha, intoxication (and by inference hedonism, 
sical pleasure) is associated with sinfulness and 
depravity, When she finds David and Akin sittin 
гей, both dressed in African robes and exchangi 


the 


dew nepal te ool ie E 


„f the mouthpiece, the wiping of the nozzle with the 


ib, the slow, measured exchange of the pipe between 


хо males. The exclusion of women is something that 
any African tribes practise, and twice Akin tells David 
member that he is his father's child. This advice, and 


similar remarks from Dr. Thompson, suggest the way in 


is predicated 


which traditional male ident 


the feminine. 
This "colt of masculinity’ is complemented by the 
story's concurrent depiction of women as variously 
ssessive, neurotic, untrustworthy or soul-denying. In 
ve most questionable of the film's choices, David's 
her is given almost no screen attention at all. David 


ever even mentions her death, even though it's implied 
at he saw the accident in which she shot her husband 
and then herself. Mary, on the other hand, is both sister 
her and wife. She looks out for his interests lk 
protective older sibling, and she says to David she knows 
he can never be his mother, but hopes that he will come. 
think of her as such: David then places a ring on her 
Thus are ай the 
al feminines incorporated. It's Mary who is the sole 


nger and says “ТИ death do их part 


repository of feminine value, and for most of the film. 


he's a good balance for the paternal weight of the 


narrative. (In constructing Mary like this, Ballard softens 
Sakis tale, which ref 
'sour-faced".) 


s to the unnamed servant only as 


As Ballard reveals late inthis chapter, The Orphan 

went through a pru 
oducers before its eventual screen debut in 1978 (ironic, 

considering the story): several subtleties were lost, a 

shi 


& process at the hands of its female 


tt nposed, and the overall 


ructure was distorted. Watching The Orphan, one can 
se that there were difficulties in the production, but 
after a rather bumpy first ten minutes even this shorter 


version (which is, after all, the only one we have) stands 
up as a genuinely thoughtful exploration of child 
psychology. If Ballard loses Saki’ sly humour, and his 
maliciousness (Srednî Fashtar is as funny as it is 

re), he brings to the tale a compassion and 
seriousness that repay our close attention. 
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= лові = 


= Sidney Mackenzie а 
= Interviewed = 


Vincent Canby said 
director's first film isn’t autobiographical,” and I had to 


laugh, because in a really subtextual way it 
John Ballard 


ТҮ От one ot the еше lig and 
unusual films covered in this book. Из journey (o the 
screen was long and troubled, and the fact that it did 
eventually see а release is a testament to the tenacity of its 
director, John Ballard. I was fortunae enough to meet. 
land with his wife, the 
Jackie Ryan, for her concert at 


Ballard when he came to En 
renowned jazz si 


Ronnie Scott's Jazz Club in Soho, London, in October of 


2003, He's а tall, rangy man, soft-spoken and tho 


and he gave very generously not only of his time but also 
oris. The story of The Orphan is 
source, but Ballard adapted his 


Screenplay by drawing creatively on aspects of his own 


‘of his personal m 


drawn partly from а literar 


childhood experience. Where some genre filmmakers are 


happiest working, at least at the conscious level, with 
material outside of their own lives (Bill Rebune's The 
Giant Spider Invasion for instance is not a film you would 
scrutinise for psychological undercurrents, The Orphan is 
a truly individual piece of work that has to be considered in 
a different aesthetic framework. It explores aspects of what 


Freud called ‘the family romance", bringing insight and 
empathy to the story of a young boy's slide into madness 
The film has only ever been available on video as 

date of 
1977. In fact, The Orphan, ot Betrayal as it was first 
called, actually 
came after many years during which the director stu 


Friday the 13th: The Orphan, with a copyril 


ın shooting in 1968! The film's release 
d 


to complete a final cut, and in order to secure that release 
Ballard had to accept some lastminute changes inflicted on 
the film by the latter-day producers. Keen, after ten years 
of effort, to at least have some version of the film released, 
Ballard agreed to these changes, and the film had its brief 
time in the sua, Since then, however, it has been neglected 
by horror fans, something I hope this chapter will change 
The Orphan m 

‘ther great films covered in 


not have the shock value of some of the 
mare USA, bat it's stylish 
and well-acted, and it explores a troubled child's experi- 


ences in an honest, unesploitative way 
Beginnings 


John Ballard was bom in Manha 
and accomplished oil-painter by the age of seven, his talent 


tan in 1947. A child prodigy 


was soon recognised by his parents, who sent him to art 
school in Vance, Canada. His talents were many and varied: 
nd 
short stories. His parents initially harboured business hopes 


he drew cartoons and painted, as well as writing plays 


Tor their son, but once they saw how advanced he was as an 
artist, they wound up supporting his creative ambitions. 
Ballard left school and went to Harvard, where he 
became good friends with Peter Muller, soon-to-be co- 
producer of The Orphan. "n those days there were no film 


programs in college, so we started а fiim club,” he recalls. 
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While studying at Harvard, Ballard found himself drawn in 
another direction: "T was deeply interested in aberrant 
psychology. At Harvard they called it "Nuts and Slots 
that's what | majored in! 1 was especially interested in 
autism, and also child abuse, In 1963/64 people re 
weren't ‘imo’ child psychology at all. My thesis at Harvard 
was about role models and identity, studied with Erik 
Erikson, who was a disciple of Freud's 

Alter leaving Harvard, Ballard went to NYU (New York 
University) Graduate School for Film and Television, NYU 
along with UCLA in California, was one of the few places 


їп the country at the time to offer such a course, "lt 
purported to offer a year studying flm in New York, a year 
ata Hollywood studio, and then a third year in Europe as 
apprentice to a European filmmaker,” Ballard recalls. "None 
of that came about! They got the crime de a crème to go to 
no funding and no equipment. So 
we went off and made our own films. 


that school but they he 
In his class were: 
Jeremy Paul Kagan (future director of The Chosen); Ron. 
Maxwell (Gods and Generals); Jeff Young (Been Down Sa 
Long It Looks Like Up to Me); and Paul Caponigro, one of 
the country’s top black and white photographers and a 
disciple of Ansel Adams. Adams himself occasionally 
lectured at NYU, and Ballard recalls: "The school was so 
badly equipped that his lectures on the use of the light- 

meter were done entirely by drawing on a blackboard, 
because we didn't have any light meters! Most of us quit 
school and joined the school of hard knocks and made our 
own films after a year I had a itle Bolex and I shot a lot of 
surrealistic, sort of 


abre Buñuelish fantasy things 


The first of these was a thirty-minute movie called The 

Toy. Ballard explains, "At the time 1 was dating one of 

twins, and so that worked well for the film, they're both in 

it. And 1 met twin teenage boys and they're in the film too." 

So given the time the films wene made and the surrealistic 

mature of the subject-matter, were hallucinogens a research 
sinly хотећи 


tool for Ballard? 
mented with, but at the same time 1 did not admire ог 
respect Timothy Leary опе iota. Whereas Hob Dylan. 
Ballard's respect for Dylan inspired him to act as 
oprapher and assistant director on Jet Young 


Drugs were сет 


experi 


einem 1967 
short film, The Lonesome Death of Hattie Carroll (the title 
comes from a Dylan song of the same name based on a real 
life murder case, in which a rich young white man beat to 
death a black barwoman but received a mere six-month 
sentence), He also shot a documentary on the celebrated 
writer Jorge Luis Borges. "He was lecturing in New York so 
1 filmed the lecture and then interviewed him. | took kind of 
э straight-ahead, very cerebral approach." He laughs: "And 
then 1 just jumped into a making a feature. 1 didn’t know 
you weren't supposed to do that at twenty one 


Pre-Production 


Ballard’s interest in psychology naturally found succour in 
his cinema-going. It was the mid-1960s, and the Europ 
ап film was а major force. Ballard loved Ingm: 

Bergman's movies for their intense psychologi 


П 
exploration (“In The Orphan, when the boy is trying to 
get some emotional strength by building this altar to his 
father and keep that memory alive, there's а point where 
there are two mirrors, and the father and son's images 

1 was drawing on Bergman's Persona, 


merge together 
he admits). The early films of John Cassavetes (partie 
larly Shadows and Faces) provided an American 
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equivalent. Roman Polanski also registered strongly on 
Ballards creative radar, with Repudsion in particular 


striking а deep chord, 


їп 1967 John Ballard met Sidney Ann Mackenzie, who 
came his partner and collaborator for the next eight yeas, 


until the couple broke up, amicably, in 1975. Mackenzie is 
credited as producer, and fulfilled many other roles. She was 
Ballard's friend, creative lieutenant, and lover: “Everything 1 
didn't do, she didt" he laughs. “АП you need is two people 
оп camera and sound, and lights, and away you go." 
Together, they began setting up production on The Orphan, 
which began life as а script called ‘Killers of the Dream’ (a 
title borrowed from a Lillian Smith novel) built on the 
foundation of a short story by Saki, aka Н.Н. Munro, called 
Sredi Vashtar(of which more later), Says Ballard, “I was 
looking for a story and it just resonated with me. started to 
build on it, using the emotional underpinnings. 

Ballard received а strong initial boost from his 
who invested in the project: Sidney Mackenzie recalls 

Money came from friends and family. John's dad put some 
money in at the start. Independent investors came in later: at 
опе point there were two very suspicious characters fron 
New Jersey who said they had laundry business — didn't 
know what it meant at the time! I thought it was very odd 
that they didn't want to see the script and they didn't war 
sec any of the footage! We were а Hile on the naive side! 

Casting was obviously key to such а character-led film, 
and for the central role Ballard found a talented young 
unknown called Mark Owens: "I went to a professional 
children's acting school. Most of the kids 1 saw were 
kind of spoiled, you know, Pepsodent-smile types. Most 
child actors in those days were doing toothpaste commer 
‘cials, It came down to two: Clark Collins, the son of Judy 
Collins, the folk singer — be had red hair and green eyes, and 
I was attracted to that as 1 had red hair, so it itd the role. 
But then 1 noticed this one shy Kid in the cafeteria, Mark 
‘Owens, and just immediately screen-tested him. He was a bit 
aloof, very inwand-looking, and hadn't dane a whole lot 
commercials, and when 1 worked with the two doing tests 1 
realised he was the one, with the right оп of interior ife 

As the makers ofthe Harry Pouer films realised, there 
are problems worki 
lightning speed, so that scenes shot a year apart reveal the 
swift growth of the actor, making it difficult to match shots. 
"Fortunately, Mark had а nice supply of kid brothers" laughs 
Ballard, "Two younger Kid brothers for the voice — you know 
your voice changes at thirteen. Mark was ten when the film 
began shooting. When we finished he was about seventeen! 
For the birthday party, in the stl shots at beginning, we had 
to use а different hoy who looked exactly like him. 

For the role of Akin, Ballard cast Nigerian actor Afolabi 
Ajayi: “We had the first African in a lead role, Afolabi Ajayi 
We filmed a whole lot and then he died, and we had о stop: 
we wound up using doubles for а lot of scenes." (Ajayi, a 
footballer, collapsed and died while playing in Central Park.) 

"Behind the camera, Ballard began with Robert Kaylor? 
and fora while Bill Butler? Eventually, as the fragmented 
shooting schedule made it difficult to hold a team toget 
Ballard was joined by the talented Czech émigré Beds 
Batka, who shot the majority of the film. Batka brought an 
inventiveness and openness to new ideas that reflected his 
experience making critically-lauded films in his homeland. 
Ballard recalls him coming up with unusual solutions to 
technical limitations: "Beda Batka was quite capable of 
doing the fluid camera we wanted. He was from 


with young actors; they mature at 
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Czechoslovakia, Һе trained Milos Forman, he trained Ján 
Kadi, he did twenty six feature films there. Then he came 
over here and he couldn't get a job as а DP. They wanted 
bim to start as a focus puller! He was a teacher at NYU and 
he moonlighted to do this jo, but unfortunately he had these 
union problems and it was hand to get work. We had an 
Arriflex, blimped so we could do the sound scenes, but we 
were doing a lot of hand-held stuff as well. For the low 
angles under the bed, we had а little metal pipe on the floor 
and we rolled the camera back and forth and swivelled it 
around on the pipe to get that “five inches from the carpet 
fel, which gave us flexibility of movement without jerking 
We only had tracks for a few early scenes, in the town at the 
beginning, the m 

Sidney Mackenzie recalls, 


at the teahouse ete 
Most of the horror 
really raunchy ones, were filmed over a weekend because 
New York at that point was mostly used for commercials 
The commercials people would retum all the rental 
equipment to F А B Ceco, which was the main place where 
everybody rented from, and then the horror film people and 
ihe independent people like us would come in on Friday and 
rent over the weekend because it was cheaper, There were 
people shooting just unthinkable 

Queens over the weekends that wa 
guy who raised Chihuahuas who rented his equipment from 
РА В Ceco's, then he would go out to this warehouse in 
Queens and film things about naked women being impaled 
‘om gigantic phalluses on the wall — and then he would take 
hem 

the week! It was a really attractive crowd! He was sweet, the 


igs Ош in w 


There was one Latino 


lown because it was a meatpacking warehouse during 


dogs were really nice! 
1 asked Mackenzie about her responsibilities as a 
producer: "Well... Peggy Feury was a nareoleptic, so it 
would usually start with trying to get Peggy to wake up at 
ix in the moring for an early call. Calling it ‘producing îs 
ke really, we all did everything. John was director so he 
ook most responsibility, but Beda did а lot of it, 1 did a lot 
of it, you know, holding the mike boom, getting coffee, 
ing around for things, doing props, doing 
ean, anything. One of the things that was a big fat joke was 
that according to the union we had to have a prod 
anager: So even at that point Joe Masefield got paid, I 
think, $500 a day. Unbelievable. All he had to do was 
screech and yell time is money!” at people every five 
inutes! At one point they made us have a Teamster boss; 
there was some ridiculousness where he had to be paid a 
thousand dollars a day to come and check on us: 
Exterior shooting incorporated some footage taken in 
= Catskill Mountains, and the North shore of Long Island, 
near Oyster Bay. David's bedroom was actully cinematog- 
apher Beda Batka’s New York apartment. Sidney 
Mackenzie recalls, "The estate was actually my uncle's, We 
sent to look at everybody's house who might possibly put 
with us, My uncle was away for most of the shoot and 
se never filmed on the inside." Ballard continues, "We did 
f the shooting їп 1968, about 75% of it, some in 
1969, and over the years until 1978 we'd shoot a little 
scene here, a cutaway there. The orphana 
shot in 1968 on Roosevelt Island, where bits of The French 
‘onnection were filmed, We were experimenting with a 
ally wide-angle lens, which 


айел, You с 

ry-rig one from a Nikon. For the long orphanage tracking 

ot, we used a spider dolly, where the wheels on the dolly 
ow so you can get й through a doorway,” 


ildn't get a real fish-eye. So we had to 


Growing Pains 


Inevitably, some scenes were cut 


ther from footage 
spread over several years shooting, as Ballard explains: 
“There's the scene where Mary is in the basement hanging 
up the sheets, and it's obviously some sort of fantasy scene 
because there are a lot of sheets there! So she senses 
‘someone else is in the room, there's a little wind, the sheets 
flapping, and she sees the shadow behind a sheet. She pulls 
the sheet back and there are just clothes hanging there and 
she thinks that's it. Then she's grabbed and rolled in the 
sheets by these unseen hands, and stabbed. And that was 
done with hardly any blood back ín 1968, with the bloodier 
shots added in 1970-71 


‘As everyting he sts or bk 
removed or unde 


Post-Production 


sense of the patchwork of materi 
work closely with one of the film 
industry's most respected editors, Ralph Rosenblum. 
Mackenzie recalls, "We got stuck on the editing at one 


Ballard was fortunate 


you've liked the editing of," and he went through a list of 
films and believe it or not every one of them had been 
edited by Ralph Rosenblum! He had edited On the 
Waterfront and а lot of amazing things.” Ballard adds: 
“Ralph Rosenblum had edited The Pawnbroker, he really 
saved the carcer of William Friedkin, who had made a 
movie called The Night They Raided Minsky that was a 

half in the editing room; and he edited ай of 
Woody Allen's early films. I worked as an editor for ten 
years off and on, on this film of mine, a lot of it at Ralph's 
place, where Woody would be in one room and I'd be in 
‘another room and Ralph would be going back and forth. So 
1 got to go to all the early mixes of Annie Hall, Sleeper 
just four of us in a mom." 


Rosenblum 's skill at salv 


ing troubled productions 
helped when Afolabi Ajayi died during production just as it 
had when Bert Lahr died during the shooting of Friedkin's 

The Night They Raided Minsky’). Ballard was also editing 

the film at home, as he explains: “1 bo 
cand taught myself how to edit. My whol 
filed, 1 was living with the film. I was de 
I's so physical; you develop a 
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an old Moviola 
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certain rhythm where you can really see the splices go by as 
they're screened. You rent a itle theatre, bring some reels 
ир, look at it on the big screen, bring it home, edit on that 
Title postcad-size sereen on the Moviola, and then there's 
the sound editing, when you get into multiple tacks. it's 
jus like а giant sewing machine basically! Some scenes, 
Tike the ape attack, you keep shortening and shortening 
things, there's a tendency to do that, and then you wind up 
with perfectly cut individual scenes, but when you put them 
with other scenes they're ош of balance. So what Ralph was 
good at was looking at the whole and then coming down 
from there. Ralph did ай the finishing.” (Incidentally, The 
Orphan's assistant editor, Rosenblum’s protégé Susan E. 
Morse, went on to edit ай of Woody Allen's films between 
Manhattan in 1979 and Celebrity in 1998.) 

It was during this long process that Ballard came within 
эп ace of a directing job that could have put his name on the 
big-time circuit: The Exorcist. "My agent brought me in. We 
were down to like three directors, 1 was interested in the 
material but really wanted to do something very different 
with it. thought it was very wooden, in a way. 1 really 
didn't think it would go very far! [laughs] 1 didn't care for it 


Last Minute Changes 


1а 1977, with the (йт stalled and still unfinished, Ballard 
‘began to think about another project, based оп his observa- 
tions of inner-city black youth. The planned projet was 
called “Hoops”. Unexpectedly, however, this new idea 
provided the impetus for The Orphan's belated completion: "I 
started work on "Hoops and 1 had these two people come to 


see me, Sandra Gilman and Louise Westergaard, who wound 
up producing on Broadway but they hadn't done any 
entertainment before, so was kind of their guinea pig. 
“Hoops” was going to be a totally opposite thing to The 
Orphan, а drama-documentary about inner-city basketball, 
‘which was unknown at the time. Sandra and Louise wanted to 
see something else 1 had done so 1 showed them The Orphan, 
and they said, "Well, why don’t we finish this off first” 

Ballard has mixed feelings about their influence on his 
fortunes: “They were great in getting the money together, 
but they also had a kind of puritanical streak. Because they 
had children, they didn't want their children seeing certain 
films. As it tamed out it was just a tax shelter deal for this 
Texas investor who came їп. So they wound up hacking 
арап Ralph's work on the film. We filmed some extra 
scenes which were good, We had to shoot an alternate scene 
of the dad, so the parents die in the fight. First the boy has. 
an idealistic view of his parents, but then you see them 
arguing at that same birthday party where she's dressed up 
in the wings and bird feathers. She lunges at him and he has 
ıa toasting fork and it goes into her neck. So we did all that 
and it was just too bloody for them, so we staged the gun 
scene, But then they cut out the sexual scenes and the little 
surrealistic scenes that had all these other meanings 

Gilman and Westergaard also insisted on а title change, 
quite breathtaking in its meaninglessness. Says Ballard, “It 
was called Betrayal when they first saw it, but they wanted 
to make it more ofa horror thing. The Friday the 13th title 
wasn't my idea at ай, although we were actually ahead of 
the other production. They put їп these clunky-looking 
block lettering titles. I thought The Orphan was fine, and 
then they wanted to do Friday the 13th: The Orphan. They 
wanted а gimmick, a hook, and they just imposed it on the 
film, They put in these dates, captions, you know, and then 
the last date was Friday the 13th.” 

‘Balled’ final cut, as finished by Ralph Rosenblum, 
was 110 minutes. However, by the time the Westergaards 
the film was down to 80 minutes. "We 
had so much beautiful stuff that’s not in there, things that 
‘added dimensions and texture,” Ballard says, ruefully. 

Another area of contention was the score, handled by 
Тео Macero. Ballard recalls, “1 ad met him — I was going 
to get Joe Zawinul and Weather Report, but they were too 
far out for Sandra and Louise, Then it was between Leonard 
Cohen and Janis lan to do the title song: Sidney knew John 
Hammond the legendary record producer with Columbia, 

ıd he had Leonard Cohen and Janis lan see the movie. and 
же ended up with Janis." 

Janis lan, who provides the theme song “I Need to Live 
Alone Again (recorded їп 1977) was riding high at the time 
‘thanks to a million-selling single, "At Seventeen, in 197 
and a succession of intemational hit albums: "Between the 
Lines’ (1975), “Aflertones' (1976) and "Miracle Row 
(1977), lan's frs hit single, ‘Society's СЫ (1965) told 
the story of an interracial love affir and was consequently 
banned on some American radio stations at the time, 
although it went on to be her first major hit. Unfortunately, 
“1 Need to Live Alone Again adds a histrionie mawkishness 
to The Orphan, and is onc of the least persuasive elements. 
of the package Is а pity — you can't help thinking that 
Leonard Cohen's tender, mournful baritone would have fit 
the film like a glove. Teo Macero; whose contribution to the 
rest of the score is much better, is best known for his 
groundbreaking collaborations with Miles Davis. He was the 
prime architect of Davis's electric sound оп such albums as 


ightmare USA 


the stunning 


Bitches Brew, On the Corner an 

1, for which be developed a numbe 

treatments, Macero and Davis pion 

approach, recording long open-ended jams with the Miles 
and 


Get Up with 


ered a “cut-and-paste” 


Davis Band and then looping sections, editi 
assembling albums that were dense with multiracked and 
treated sounds (ideas that were heresy to jazz purists but 
helped brin tion of rock and 
avant-garde musie ans) 

So, in its drastically compressed and pointlessy 
retitled version, Friday the 13th: The Orphan finaly 
ned, at the 1978 Miami Film Festival. It went on to play 
in Times Square in November 1979, and drew headlines. 


Miles’ musie to a new 


such as "New York adopts The Orphan!" from Parier. The 
trade magazine Boxoffice listed it as their highest rating 
film for that month. However, the momentum was not 
exploited by distributors World Northl, and without a 
second film waiting in the wings, the opportunity to 
capitalise soon died away. 


The version of The Orphan available today is missing. 
around thirty minutes from the original Ralph Rosenblum 
cut. (The UK video runs 73m 45s.) Here, John Ballard 
describes a few of the scenes that were removed: 

D) 
Mary showering, and fantasizes first that the girl is making 
and then that she herself is 


was forced to remove a scene where Martha sees 


love with a man in the show 


in the shower with the man. 


Feury has an 
ios to his cabin 


2) "There was a scene in which Peg 
erotic fantasy about Afolabi Ajayi. She 
and has oral sex, where we see her going down his 
stomach. 1 didn't mind that being taken out." 

3) "The other key scene was with the doctor, before 
the boy's tongue is removed. The aunt is worried about 
his coughing all the time, and the doctor comes and they 
have him stick out his tongue. It was a precursor of the 


tongue scene later. I's all done with these wide-angle 


enses, ghar, via Пан athe dai, b и. 
©, баю —— M 
Tul. Dai reaches fr and pesa 
Я 


moth cirli 


ош of his palm and up his forearm, So he rubs them off 
and as he's rubbing his arm, his arm comes off, He doesn’t 
know what to do and he's frantic, s 
bathroom and that's where he stars flushing 
down the toilet 


o he runs into the 


clothes 


З) "There was a structural design to the film, to do with 


pastel autumnal scenes at the beginning and cold winter 
Scenes at the end, but because the film was restructured for 
its final release, this structure is 
from winter added to the early stages 

6) “А the very end — you've seen the cook Killed in the 
basement and then the aunt shot by David — at the end he's 
making the toast and the maid, Mary, reappears in the door 


ompromised, with scenes. 


with her suitcase because she's leaving because she just 
can't stand it any more, and says, "Where's your aunt?” 
and he just looks at her like he's se 
‘Ob, I think she went down to the chicken coop a while 
о," which is the line from the Saki story. So then you're. 
дей thinking, Well she's still alive, so maybe he actually 
dîd kill the aunt?" So it makes you rethink the whole fi 
which of course they did in The Sixth Sense! 


па ghost, and says 


Growing Pains 


Sredui Vashtar 


Srodni Vashtar, like many of Saki's stories, is so short 1 
could probably reproduce it her in its entirety (especially 
as it's ош of copyright) In order to look at Ballard’s 
treatment of the tale, here instead is a précis with quotes: 
Conradin, à ten-year-old boy, is bitterly resentful of his 
cousin-guardian Mrs. De Корр: 
those three-fifths of he world that are necessary and 


1n his eyes she represented 


disagreeable and real: the other two-fifths, in perpetual 
antagonism to he foregoing, were summed up in himself. 
For her рап, "Mas. De Корр would 
neve in her honestest moments, have confessed to herself 
ie might have been 


ата his imagination. 
that she disliked Conradin, though sh 
dimly aware that thwarting him “for his good" was a duty 
which she did not find particularly irksome 

With this conflict comes hatred, and defi 


‘Conradin hated her with a desperate sincerity which he 
was perfectly able to mask Such few pleasures as he could 
contrive for himself gained an added relish from the 
likelihood that they would be displeasing то his guardian. 
Conradin's sanctuary is a disused tool-shed at the e 


of the grounds: “... Within its walls Conradin found a 
haven, something that took on the varying aspects of a 
playroom and a cathedral. He had peopled it with а legion 
of familiar phantoms, evoked partly from fragments of 
history and partly from his own brain, but it also boasted 
то inmates of flesh and blood. In one corner lived a 
ragged plumaged Houdan hen, on which the boy lavished 
an affection that had scarcely another outlet. Further back 
] This was the abode 

] Conradin was dreadfully 


in the gloom stood a large hutch |, 
of a lange polecat-erret | 
afraid of the lithe, sharp fuged b 
treasured possession. Its very presence in the tool-shed was 
] And one day, out of Heaven 
knows what material, he spun the beast а wonderful name 


хач, but it was his most 


a secret and fearful joy |, 


and from that moment it grew into a god and a religion. 
Mrs. De Ropp b 
escalates hostilities by g 


ins to resent the boy's hide-away, and 
grid of his beloved hen, 
However, far from providing an anguished and furious 
reaction, Conradin remains silent. Mrs. De Корр is discon- 
certed: "Something perhaps in his white set face gave her a 
Down at the shed, Conradin redoubles 
his devotions, concocting a hymn in worship of his furry 
idol and making an unspecified request: "Do one thing for 
me, Sredni Kashta." When Mrs. De Корр makes another 
Visit to the shed, to throw out the ferret, Conradin observes 
her from his window, furiously chanting а self-writen hymn: 


momentary qualm. 


Sredni Vashtar went forth, 
His thoughts were red thoughts and his teeth were white 
His enemies called for peace, but he brought them death. 
Sredni Vashtar the Beautiful. 


His mind consumed with he threat of losing his "wonderful 
god", Conradin watches... and watches... in dread that The 
Woman will emerge victorious. He chants his hymn, over 


and over, and at last there emerges through the doorway, 


«along, low, yellow-and-brown beast, with eves a-blink 
at the waning davlight, and dark wet stains around the fur 
af jaws and throat,” A *sourcfaced maid" asks where the 
ıd Conradin calmly states, "She went down to 
As the household stall go looking 
find, Conradin calmly 
makes himself some toast at the fireplace: 


the shed some time ago. 


screaming and sobbing at what the 


Бик story, barely 1,700 words in length, has an 
economy of line that guides us back to our own childhood 
recollections. The details of the tale are spare and archetypal, 
through which our private memories sweep like visiting 
ghosts, Even "well-adjusted' adults can probably remember. 


if they шу, the sensation of being thwarted by а parent or 


controlling adult: prevented from doing this, ordered to do 
that. You don't need to have bome a psychotic grudge to 
cempathise with the bright flare of Conradin's childhood rage, 
Meanwhile, the writer's elegant, sardonic phrasing weaves a 
cradle for the fur 

settles the old score: wit eclipses bittemess 


ıd the sweet satisfaction of the endin 


A motherles child, Munro was raised by strict, socially 
hidcbound female relatives who, he believed, exhibited 
cruelty and spite in the maintenance of their authority. (He is 
said wo have based Mrs. De Корр on his aunt). While some 
have accused the writer of misogyny, Munro merely reserves 
his anger for women whose parenting skills revolve purely 
around the exercise of power, Of course, for a child even a 
small thing. like the forbidding of toast in Shi Kashtar, 
con assume the status of a mountainous injustice and inspire 
incandescent moments of rage. Such flash-flood hatreds are 
thankfully civilised" out of the majority. But when the 
injustice takes the form of isolation, or the destruction of 


one's private world, this leads to deeper pools of anger, and 
its her 


that the Saki story touches, lightly but succinctly, on 
the way psychological disorder is constructed by childhood 
experience. 
Ballard describes his approach: “Н was not meant to be a 
story of a bad seed, a killer kid. It was around the time of 
The Son of Sam’, and it was more about what tums а 
normal he 


hy child into a killer? He is systematically 


betrayed by all the adults in his life. The cook walks out on 
him, the African guy walks out on him, and this well- 
meaning aunt has all these good intentions about reforming 
him from the bad influence of the father, and confines him to 
^is room, and the boy just retreats into this fantasy world, So 
you blur this distinction between Killing and willing 
someone to die. Even infants can be filled with hate and rage 
when they're abused or hurt in some way. 

Saki is not the only literary influence on The Orphan 
William Faulkner and Henry James are also touchstones. 
The aunt's paranoia is very much in the style of the James 
novella The Turn of the Screw, and the child's encounter 
with truth through eavesdropping is consciously drawn from 
Faulkner, as Ballard explains: “There's а scene 1 stole fom a 
Faulkner book, where the boy is under the bed, and the two. 
adults come in and there's complete frontal nudity in the 


scene, not in an erotic sense, but it's terrifying to the child 

nd there's this 
nd 

(The scene is from Faulkner's 


In Faulkner, a boy locks himself in а closet 


sex scene going on outside and he's ingesting toothpaste, 
that always stayed with me 

1932 novel Light in August. А five year old orphan boy 
called Joe Christmas 

orphanage оп Christmas day 


so-called due to being left t the 
suffers 


that will warp his future relationships with women: while 
hidi 


ig in a closet, eating toothpaste, he becomes an 
inadvertent eavesdropper on the orphanage's female dietician 
having sex with another member of staff. He has no 

under 


tanding of what's really happening, but he's 

discovered when the toothpaste he's eaten makes him vomit 
reprisals, he lives with a constant 

punishment: but also confusion, because 


From thereon, feari 


the woman gave him a dollar Joe doesn't realise that the 
woman fears exposure as much as he fears reprisal: the 


306 


dollar, intended to buy bis silence, merely cements in his 
mind the notion of women as capricious and irrational.) 
‘Soin what way does The Orphan relate to the director's 
Ballard explains, 
a psychological level. The conversations that yo 
Kid really shape you. You can shake them, but sometimes it 
takes making a movie to do it! There were a Jot of arguments 
behind closed doors; they created an emotional well for the 
film. My mother was incapable of being around and raising 
неп, she just didn’t have a gift for that, and she was very 
neurotic and self-centred. It somewhat psychologically 
destroyed my sister, who was older than me, She was kind of 
a buffer, it ай got acted out on her. So 1 have always had a 


own experienc "I's autobiographical on 


deep feeling for people who are picked оп, for instar 
their weight, or some deformity. In terms of horror, what's 
really horrifying to me is someone mistaking someone's 

for instance, when I 


‘outward appearance for what they are 


was sixteen | wrote a screenplay about the Elephant Man 
1 mention to Ballard that while the Aunt is portrayed a 
inst the grain oF the Saki 


destructive, Mary the maid (a 
story) в likeable and sympathetic. "The aunt is a harridan, 
yes." Ballard says 

Тус done some soul-searching on that. You don't realise 


‘Which kinda echoes my own childhood! 


until you've worked it all the way through, and then you say 
Ah!” As far as the maid goes, I think when you're fortunate 
se. My 
older sister was a very loving person who I was very close 
то, so that can help in your future relationships, n the film. 
David speaks of her as a mother, we even had some insinu 
ation that she and the father had a relationship and the child 
could be the offspring 
Sidney Mackenzie says, “John had a penchant for Saki 
because ofthe very dark tum in there that isn't quite 
resolved. I'm surprised more people haven't adapted Saki's 


the redeeming factor can be if you have someone 


work because it's very psycholo 


I, it's very complex and 
true. John had gone to Harvard and majored in psychology 
and sociology, and one of his teachers was Robert Coles. 
so he'd had a lot of exposure to stuff on early childhood. 


A major component of Sakis story that remains 


unchanged in the film is the boy's rejection of Christianity. 
At that 

time in America, in the late 1960s, there was this odd mis of 

drug culture and people coming from Tibet and various parts 

‘of the East to teach in this country. There was a mélange of 

eni trips that people came back from and 

out, and a terrible longing to find something in 


in favour of his own hybrid n 


igion. Mackenzie 


hallcino 


reported 
Easter meditational traditions that, you know, nobody had 
found in the Southern Baptists This filtered in and out of 
discussions we had. The religious impulse in children is 
something that John has always been interested in, and it 
certainly interested me an awful lot too, especially when it 


isto do with compensating for a severe abandon 
trauma that happens very young. The rage and violence tht 
results from that sort of carly trauma is a very complicated 
and confusing combination for a child.” 

And the idealised father, so important in The Orphan? 
Mackenzie's perspective as а Jungian psychologist is 
interesting: problem in American culture ri 
ftom the beginning. If you look at us, rushing over her 

ng, in one form or another, and the 
after another. It's very 


get away from the 


up one idealised father figur 


immature what's going on here, and very scary. And now 
they're all toppling: corporate heads, idiot presidents, the 
fathers of the Church, and of course people are suffering 


unthinkably here: the depression and despair and 


Nightmare USA 


hopelessness. sa terribly important point of maturational 
growth in the culture, but whether ог not we're going to 
make it over the hump or around the comer. 

For Ballard, the idealised father figure in The Orphan is 
риу a response to the fact that his own father was ‘removed 
by age” — used to listen outside the door: my father was 
fif one years older than me, and I'd listen to see if he was 
asleep or if he was going to dic. | was afraid he was going to 
die. My father was distant inasmuch as he was so much older 
than me, but I loved him and worshipped him." 


Hoops 


After The Orphan was released. Ballard went back to 
work on ‘Hoops’: "Basketball was not the phenomenon it 
is now. I had shot some sereen-tests with Earl Monroe, 
captain of the New York Nicks, and Sheila Frazier who was 
in Superfly. | had lined up The Jackson Five, 1 was running 
screenings trying to raise money to finish it — 1 had Dino. 
De Laurentiis there, а lot of people lined up. We had James 
Earl Jones's father, Robert E. Jones. Eventually 1 was 
flown out to Hollywood... and they wanted us to change 
the coach to a white person! Whereas it was really a father- 
son story between a black kid and a black coach! So we 
refused to do it, and a year later The White Shadow came 
ош on TV about a white coach and black inner сіу kids; 
from the same studio we showed our thing to. 

Ballard took one more body-blow before retiring from 
film: "I did a script about extreme sports. We had all the 
finance in place, it was going to be done by Cannon Films 
and I was all set to direct it, and one of the key actors pulled 
‘out to make The Pirates of Penzance.” (TV movie, 1980), 

Race and human rights issues were nothing new to 
Ballard. In the mid-1960s, while still at Harvard, Ballard 
‘made contact with activists in the Civil Rights movement. 
‘The flashpoint was the infamous occasion in Selma, 
Alabama on 7 March, 1965, when a peaceful civil rights 
protest highlighting the region's violation of black voting 
rights was blockaded and prevented from marching on the 
State capital, Montgomery. Police attacked the protestors 
‘with appalling violence, but their tactics were captured on 
the TV news, nationwide, providing a clarion call for 
hundreds of supporters to converge on Selma for two. 
farther marches. The third was at last given right of way. 
Ballard was one of those who headed down to the region to 
lend his support. He worked alongside Martin Luther King, 
and spent time in an Alabama jail for his outspoken and. 
practical involvement in the protests. Sidney Mackenzie 
attests, "When he was at Harvard it was in the middle of a 
lot of the really difficult racial stuff in this country, so he 
went with Robert Coles, and on his own a lot, to Alabama 
оп ай those marches; Montgomery and so on. He's a very 
тай red-headed guy and be stands out in a crowd. He has a 
tremendous empathy for the plight of people who are 
discriminated against in one way or another, whether 
racially or in a family circumstance.” 

Back in New York, Ballard continued to seek ways to 
assist black youth in the city: "I was working up in Harlem 
at the time — Mayor Lindsay was trying to run a “fisi 
ticket and 1 and this young gir called Melba Hill” opened a 
‘community centre so that disenfranchised black people 
there could have a voice to help them get what they should 
from the city, For instance, we helped Claude Brown, who 
wrote Manchild in the Promised Land [published in 1965]; 
же introduced him to Tom Wolfe." 


Growing Pains 


Ballard's passionate concem for racial equality rose 
again, undimmed, in the 1980s. After the abortive attempt 
to film “Hoops”, he tumed to publishing. Ballard says, “In 
the early eighties, when I started to write books on Afro- 
‘American themes, | hired an Afro-American writer, Walter 
Dean Myers, to write the novel Hoops and it was tumed 
down by various different publishing houses who said, 
“Black kids don't read." We finally got a publishing house 
to do it and won a best book of the year award.” (Hoops 
was published in 1981 by Delacorte Press. sequel called 
The Outside Shot, also written by Myers from a screenplay 
treatment by Ballard, was published in 1984.) 

Ballard followed with several books for children and 
young adults, inspired by his trips to India and the African 
‘continent as a voluntary worker during the mid-eighties: 

“T ve always been interested in anything which shows up. 
how people are. So when you collide two cultures, what 
‘comes up in that collision is who you are, what your identity 
is. didn’t have much money but talked my way onto a 
relief fight in 1985 to Sudan, which was a warom area, 
and Ethiopia, delivering food during the famine. That 
provided the basis for my books." The books concern а 
recurring character called ‘MacBurnie King’, a white teenage 
girl who travels through the Third World keeping а diary of 
her experiences, She first appears in Monsoon: А Novel to 
End World Hunger, published in 1985. The saga continued in 
1993 with Brorhers and Sisters: Real Love Knows No 
Boundaries (which featured an introduction by Nelson 
Mandela) doubled-up with another Ballard book, The Soul 
Guide to African-American Consciousness: Reclaiming Your 
History. The books have met with wildly diverse responses 
from the trade. Kirkus Reviews called his work “a sprawling 
‘mis of fact and fiction |, mostly evhortator Afracentrc 

ssays on African history and cultu", going on to say, 
"Though obviously a labour of love, and packed with worthy 
information, these well-meaning but impossibly cluttered and. 
disorganized volumes will be less useful than non-fiction of 
narrower scope.” The School Library Joumal offers a quite 
different perspective: reviewing Brothers and Sisters: Real 
Love Knows No Boundaries, a contributing teacher described 
it as, "Я real hodgepodge of both fact and fiction. There are 
ot of different typefaces used: Bold, small print, large 
print, and borders It is an interesting and arresting way of 
writing and of putting a book together and should appeal to 
young aduls creativity" 


Blaxploitation, Separatism, Humanism 


1 asked Ballard, considering his interest in tace issues both 
in cinema and writing, what he thought of the эрме of 
“blaxploitation films made during the 1970s, and their 
current vogue in the popular cinema of Quentin Tarantino: 
“Sweet Sweetback was creative; most of the others were 
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really stupid. It's the same feeling I have about Tarantino. 
He has a wonderful talent with actors, but what is he 
doing? He's like a wannabe black person. It's 
understandable, now that things have shifted, but having 
lived through all i с sixties... Tarantino is a 
nius with actors, but to what end? When he discovers 
if he ever does, he's going to be unstoppable. 
In the 19605, when Ballard and Melba Hill were 
working together in New York, Ballard had his first 
encounter with black separatism: as a white man writing on 
lack culture, it would not be the last: “Melba Hill was part 
ofa group called ‘Voices of East Harlem’ singing black 
history songs, from slave days through jazz. They had a 
show doing this in 1968. She took me to a theatre where 


LeRoi Jones was, and he refused to let me in the theatre: 


which basically showed me his racist thinking. 
ing that you have to be black to 
write about lack people, you have to be a woman to write 
about women. 1 don't subscribe to that at all. As ап artist if 
you operate that way you could never write а character. You 
‘may never know oF understand the full depths of what 
another person goes through, but it's in the effort to do that 
that you're going to find art. You know, we inhabit a bag of 
skin, we're looking out through two eyeholes, and you and 1 


Sometimes there's 


have no choice over the family we were born into, the colour 
‘of skin we were bom into, the life we were bom into, What 
you do have some choice over is to do something with that 
life depending on where you're bom! To me the essence is 
seeing yourself in another person. The extent to which you 
cin do that is the extent to which you can be human. 


Epilogue 
Ballard and Mackenzie — he honest and engaging, she 
insightful and humorous — are among the most thoughtful 
and genuine people I've encountered in the writing of this 
book. They make the perfect team for a film that explores 
the trauma, magic, ears and desires of childhood. Like 
young David in the film, The Orphan was nurtured carefully 
for its first ten years, before the well-meaning but clumsy 

inistrations of an interloper. Unlike poor Aunt Martha, 
Sandra Gilman and Louise Westergaard made it away with 
their lives, and of course we should be glad ~ they at least 
showed an interest in the film. More importantly, The 
Orphan's proud parents, Ballad and Mackenzie, unlike their 
onscreen counterparts, lived to see their offspring reach a 
kind of maturity — achieving a brief spell in the New York 
limelight, with the Variety headlines to prove it. 


1 Ambiguities ме central to the finale o this film, and cast 
special light on the earlier scenes, 


2 Future director of Carny (1980) and Nobody Perfect (198 


Best known for shooting Jaws and The Conversation 


4 Macero was deeply influenced by his fend, the composer 
Edgard Varise, whose Poème electronique (1957) int convinced 
lim ofthe possibilities of electronic musi allied to acoustic instr 
mentation. Macero's musie for The Orphan is largely orchestral 
although there are significant sections utilising studio effects and 
lectis treatments. Homer Denison, credited with additi 


orchestration on The Orphan, would work with Howard Shore as hi 
regular orchestrator throughout the 1980s and 1990s, on The F 
Dead Ringers and Naked Lunch. 


A child psychiatrist and professor at Harvard, author of more 
than (йу books specialising in the moral, political, and spiritual 
sensibilities of children. 

% Anovelisation by Samantha Mellor, from Ballas screenplay, 
was published by Jove Publications in 1980. 


Went on to become Melba Moore, the singer 
f Everett Leroy LeRoi Jones: poet, playwright, polemicist 
Involved with the Beats in the Ше 1950s/eaey 1960s, he езе 

lef thcir sphere to concentmte exclusively on racial subjects 
1961 he helped start the American Theater For Poets, and in 1965 
The Black Arts Repertory Theater Айе the assassination 


Malcolm X in 1965, Jones felt that racial integration was impossible 
and began espousing black nationalist ideology. In 1968 he became 
a Muslim, changing his name to Amirî Baraka. 


JOHN BALLARD: FILMOGRAPHY AS DIRECTOR 
1966 Tho Toy 


OTHER CREDITS 


1967 The Lonesome 
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Blood Relations 


The Films of Irv & Wayne Berwick 


with Wayne Berwick, and friend and film producer Ted Newsom 


Hitch Hike to Hell 1977) 


секу, mother-loving Howard (Robert Gribbin) is a 

delivery driver for loveable old grouch Mr. Baldwin 
(John Harmon). The job brings Howard into contact with a 

А hikers; mostly girls, running away 

from cruel or oppressive parents. Ignoring their reasons for 
leaving, Howard begs them to retur to their mothers If 
they refuse, he develops a bad case of the nervous twitches 
and drives them off-road for sexual molestation and 
murder. The reason? Howard's sister Judy hitchhiked out 
‘of town and broke momma's heart. When Howard's 
mutilated victims start tuming up dead, Police Captain 
Shaw (Russell Johnson from TV's Gilligan s Island) tries 
his best to increase awareness that а Killer is on the loose, 
although the self-absorbed parents of a runaway girl 
brought in for jaywalking provide a glimpse of what he's 
up against. Howard, meanwhile, barely remembers his 
atrocities afterwards; and as for his mollycoddling mother 
(Dorothy Bennett), even when her son suffers flashbacks 
and goes into psycho meltdown, she does nothing. 
Eventually, after Howard murders a lille girl of eleven, 
Shaw tracks him down to Baldwin's business and arrests 
him, with the help of the killer's shocked workmates. 

Although the narrative is overstretched and the 
psychology is rudimentary, this is an effective shocker 
with a gradually more oppressive awareness of the reality 
behind the headlines that inspired it. Perhaps uninten- 
tionally, Berwick sets up a strong frisson between generic 

ject matter and the earnest social commentary of the 
script. Like any exploitation picture with a moral point to 
make, Hitch Hike to Hell is a confused and confusing 
experience. Is it a shameless piece of trashy fun, or a grim 
warning to teenagers and their parents, delivered at the 
height of America's serial-killer onslaught? Schizophren- 
ically a bit of both, Hitch Hike to Hell shakes the dust off 
problems that lie undisturbed in other less conflicted 
exploitation films. 

The commercial horror cinema of the 1970s 
demanded victims, preferably female. Given the excesses 
of the day, a sexual emphasis was par for the course, and. 
Hitch Hike to Hell is no exception: So far зо sleazy. Irv 
Berwick, however, cut his teeth on a series of noirish 
melodramas in the early 1960s — The Seventh 
Commandment, The Steet Is My Beat and Strange 


constant stream Г! 


Blood Relations 


‘Compulsion = which gained their narrative energy from 
putting characters through various moral crises. Something 
tells me that Berwick automatically sought to include a 
moral dimension here too, even though the context is s0 
different, It may just have been the natural impulse of a 
тап whose screen model was more likely Edgar Ulmer 
than Herschell Gordon Lewis, but despite Hitch Hike's 
shallow storyline by John Buckley, Berwick takes the 
themes seriously enough to complicate our responses. As 
the script badgers the audience about the need for parents 
to take better care of their children, the latter part of the 
film aims for a feeling of appalled grief. However, as this 
comes hot on the heels of a couple of gloating rape- 
murders shot for maximum excitement, an unforgiving 
audience could easily read the film's moral co 
hypocrisy 

Part of the problem is the lead character. Robert 
Gribbin's ‘Howard’ is а meek, wimpish cartoon nerd, all 
tics and twitches, an out-of-date cinematic cypher mired in 
а pos-Psycho rut. He's an amusing creation, but given the 
then-current reality to which the film alludes, he makes а 
poor fit with the horror. l's not the actor's faul: it's just 
that the film is freighted with references to horrors beyond 
his dramatic range. There's the chill of contemporary 
anxieties in the scripts reference to San Francisco's 
"Zodiac Killer (never caught), L.A.'s "Skid-Row Slasher” 
(Vaughn Greenwood) and “rhat nut down in Houston, 
(Dean Corll). Berwick’s sixties films were dark, certainly, 
but they were essentially moralist melodramas, stories 
with convoluted plots and stylized acting, taking place in а 
parallel world of film. For all their grubby, unglamorous 
glimpses of the real world, they keep a degree of dramatic 
distance, Berwick's The Seventh Commandment plays 
almost like a nastier, grimier Twilight Zone episode. Hitch 
Hike to Hell uses the rash of brutal serial killer slayings 
that plagued California in the 1970s as meat for a plot, in 
the same way that a headline about corrupt priests dealing 
drugs, or somesuch, would generate noirish material for 
the thrillers Berwick used to make. The horrendous crimes 
of men like Ted Bundy, Vaughn Greenwood, Edmund 
Kemper or Dean Corll, however, probably require a 
darker, more realistic tone, which is precisely what Hitch 
Hike lacks 

We seem to be getting rather heavy = so I should point 
‘out that 1 do enjoy this film, and besides, this book covers 
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films far more depraved, explicit and brutal than Hitch 
Hike to Hell, and they don't all get hauled over the coals, 
It's worth taking a second, then, to understand why these 
thoughts are coalescing around Irv Berwick's movie. The 
two main murder scenes are not totally explicit (we see 
breasts but no full nudity, and the violence — both victims 
are beaten and strangled — is bloodless) but they achieve 
power through the frenzied performances ofthe victims. 
and the frantic, fast-paced musie, which cranks up the 
illicit excitement to the max. (Elsewhere the music cues 
are lifted from the same library record David Cronenberg 
used for his second feature film Rabid.) The first onscreen 
killing (Jacquelyn Poseley's “Sharon’) has the most 
impact, and ason why the moral themes create 
so much friction: there's a leering, in-your-face quality 
that cues you up for a gloating, amoral exercise in sadism, 
The second killing we see (Jane Ratliff’s ‘Gail’ also has а 
charge, despite Gribbin’s poor acting (he's meant to be 
miming rape, but he never even gets his flies undone). 
Nevertheless, when he strangles the teenager with a coat- 
hanger, in the back of his grimy old van, recollections of 

lar real-life crimes (see postscript) send a chill down. 
your spine, 

Оп the plus side, there's litle in tbe way of crass 
moralising when it comes to the victims. These unfortunate 
young women hitching their way to Doomsville are shown 
sympathetically — at no point does the flm side with the 
Killer and his pathetic diatribes. In fact blame is often 
landed squarely on the parents, especially in the case of 
‘ane couple who refuse to collect their runaway daughter 
ater she's picked up by the police: “Seems there are 
delinquent parents as well as delinquent children.” a cop. 
observes, helpfully underlining the film's moral theme. 
‘Significantly, the killer's doting mother is shown to have a 
distinctly un-materal streak when the subject of her own 
runaway daughter is brought up. Seeing а newspaper article 
about the rape and murder of a hitch hiker (one of her son's 
Victims), she speculates that maybe the same thing 
happened to Judy: "If it did she had it comin 

The parade of pretty young 
complicated by the introduction of a young man and a 
litle girl. It's as if halfway through his cautionary tale 
writer John Buckley became anxious about the 
sexploitation elements and sought to remedy things by 
making the victims less titillating. Unfortunately, Berwick. 
chooses not to show these later murders onscreen, which 
means the chance is lost to shock audiences with less 
salacious footage of a young man and a child being 
attacked. The depiction of the (flamboyantly gay) male 


victim (Don Lewis) is another slight miscalculation, He's 
introduced with a silly piece of musie clearly meant to 
‘overdetermine the character: none of the female victims 
are treated humorously, so why this one? Geeky. 
unworldly Howard fails to pick up on the verbal hints the 
young man drops about his sexuality, so maybe the 
comical music was the director's gauche way of making 
sure the same couldn't be said of his audience? 

More successfully, it's with child victim Lisa (Sheryl 
Lynn) that the mood really darkens. Although the murder 
itself is not shown, the scene where cops take Lisa's 
mother to а rubbish skip to identify her daughter's body 
crashes the film right down off its exploitation high. When 
the police captain opens the lid of а rubbish skip to reveal 
the child's dead body, the film at last confronts the 
darkness inherent in its subject matter. Full marks to Mary 
Ellen Christie, who plays the distressed mother: her cries 
shred our nerves as she freaks ош, fights with the police, 
and tries awkwardly to reach her dead daughter. 

Viewers can probably have more fun than | seem to be 
having here by simply ignoring the moral angle, instead 
watching Hitch Hike to Hell as a slightly cheesy, slightly 
nasty horrorexploitation flick. That's just what 1 did on 
first viewing, and а fine time 1 had too. Thinking about il, 1 
seem to have been affected by just a handful of scenes, and 
а couple of almost casual details: perhaps ай I'm really 
saying is that the film doesn't go far enough in evoking the 
chill behind the tabloid headlines that inspired it. 


POSTSCRIPT: Certain details of the film are uncannily 
echoed in the vile sex crimes of Lawrence Bittaker and 
Roy Norris - committed two years after the film was made, 
in the summer and autumn of 1979, barely twenty miles 
south of the film's Malibu and Topanga locations. Bittaker 
met Norris, a convicted rapist, in jail in 1978 when he was 
Serving time for assault. The two bonded, and hatched a 
plot to kidnap, rape and murder teenage girls, tape- 
recording the events for their Iter amusement. Paroled in 
November 1978, Bitaker bought a silver van he nicknamed 
“Murder Mack" and when buddy Norris was released on 15 
June, 1979, the pair were soon driving round the streets of 
Hermosa and Redondo Beach, Los Angeles. Their first 
known victim, sixteen-year-old Lucinda Schaeffer, was 
abducted on 24 June, 1979, о be followed by at least four 
more girls between the ages of thirteen and eighteen. 
Several of the victims were hitch hikers, Sixtoen-year-old 
Shirley Ledford, the fifth known victim, was abducted on 
31 October and found the next moming in a residential 
district. After mutilating her breasts with pliers and beating 
her repeatedly with a hammer, Bitaker strangled her to 
death in the back of his van — with a coat hanger. On 20. 

ovember, Bittaker and Norris were arrested on charges 
stemming from the testimony of a woman who had escaped 
after being abducted in Bittaker’s van. While in custody 
Norris cracked and admitted to the murders. He stated that 
he and Bittaker approached girls at random, offered rides, 
then drove them to a remote mountain road where they 
were tortured, raped and murdered. Tape recordings of the 
victims’ final moments proved so horrific when played in 
‘court that jurors fled the courtroom to be sick. Norris 
pleaded guilty on five counts of murder, tumed State's 
evidence against Bittaker, and received a sentence of forty 
five years to life. Bittaker denied everything but was 
declared guilty and sentenced to death in 1989. At the time 
of writing he remains alive on Death Row. 
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Microwave Massacre (1978) 


Massacre Is a word that rea 
Moviemakers certainly thought so, because hot on the 
hooves of The Texas Chain Saw Massacre came Northville 


Cemetery Massacre, Mardi Gras Massacre, Massacre 


Mansion, and Massacre at Central High. Films without the 
Word in their titles were quickly ‘massacred up’ for re- 
ease: Frederick Friedel's Axe became California Axe 


Massacre, for instance. The word seethes with connotations 
of indiscriminate violence: post-Manson, іп the serial- 
killing seventies, it promised a nerve-shredding, gut- 
churning movie experience, But to hell with the serious 
‘overtones; it was only a matter of time before some 
enterprising joker seized upon this over-worked horror 
buzzword for comedic purposes. Enter, Wayne Berwick 
Wayne had a Massacre for us, alright; heated up and ready 
t0 go... a Microwave Massacre! 

surely 
ht 


Microwave Massacre? Ha-ha, you're thinking 
a one-trick-pony, a total waste of time? Well, some т 


say so... COverplayed for cheap laughs [...] the film ends 
up being neither horrific nor funny." — The Aurum Film 
Encyclopedia: Horror) For me, though, it has a curious 


charm. Microwave Massacre is no ө 


e's Citizen Kane 
who would be dumb enough to demand such a thing? — but 
I've watched it more times than Kane, which must count 
for something! 

When I first saw Microwave Massacre on the video 
shelves in 1983, I'd only just begun to explore what was 
ош there. Comedy in horror was anathema to me; 1 wanted 
ту horror films nasty, brutal and sick. 1 wanted Last House 
on the Left, ос 1 Spit on Your Grave. Microwave Massacn 

well silly. And it is. Very silly. There's no point 
hiding the fact; Microwave Massacre is just as daft as it 


sounded. 


sounds 
But if you can roll with that, you're lau 
Donald (Jackie Vernon), a depressed blue-collar slob, is 


hine. 


stuck in a hellish marriage to his shrewish wife May 

(Claire Ginsberg), whose obsession with ‘cordon-biue' 

cookery is driving him to the edge of madness: a situation 

made worse by his spouse's m 

walking contraceptive 

verbal humiliation ~ why, it's inevitable: afier a drunken 
sument, Donald beats May to death with a 

continental pepper grinder. Next morning, he discovers that 


can tongue, “You rea 


she snaps. Bad food, no sex, 


in the previous night's drunken frenzy, things had gone 
vows: drunk to the moon, 
and taking advantage of his wife's extrava 


even further beyond the marri 


kitchen accessories, he'd stuck her in the microwave 
Mortified, he hides the body by cutting it up and shoving 
the parts in the freezer, but ater а while he forgets which 
foil-wrapped parcels are which, Soon, he's sharing the meat 
with his work buddies, who develop a taste for Donald's 
lunchtime treats. And when he runs out of May, Donald 
stocks up on more prime cuts, from a succession of 


glamorous prostitutes. 
Guilty pleasure time: 1 don't know quite how this one 

has worked its way into my Ме but I've watched it at least 

six times, and I'l probably watch it six more, I's like a 


envisaged by a moonlighting 
Saturday Nigh Live scriptwriter aiming to blitz the video 
nasty market, with all the rough edges that description 


suggests. The humour is a mixture of bitter one-line 


sollar coarseness and classic hen-pecked husband 


routines. The latter were old-fashioned even in 1978, based 
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an or Bob Hope, 
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Jackie Vernon, 
Snowman in the US, mooches like a whipped cur through 

i the film a cartoon dimension that is picked 
up and amplified by the glaring 


which resembles some seventies hellhole ripp 


period catalogue 
Donald's difficulties with his food-obsessed wife are 
At one point 
with a whole crab stuck in 
Im buff references though. Gag 


lifted wholesale from Hitchcock's Frenzy 


we see him at work, wrestlin 
аһ 
such asthe ‘gl 


ory-hole" in the building-site hoarding, 


. to find they were it!! 
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through which a passing chick inserts her breasts, 
establish the, shall we say, less cine-literate aspect of the 


film's humour. I's a live action version of the stuff that 
tums up in the funnies section of men's magazines, like it 
or lump 


"There's a self-loathing, self-pitying quality to Donald. 
He thinks life is good for everyone except him, expressing 
the disgruntlement of working guys stuck in arduous, 
Padly-paid jobs — men with nagging wives, little money 
and no sex. He's a classic Joe Schmoe who views life as an 
endless drudge. “When / get realy bored 1 like to drive 
‘around and see how many squashed dogs I cun count on 
the freeways.” he says. Even a visit to the pub doesn’t help. 

You know what it was today?" he asks an even more 
depressed bartender: "Tuesday," comes the reply. to which 
Donald adds, “Just keeps gettin worse and worse." The 
‘barman is no Ted Danson either: his favourite way of 
cutting short unwanted intimacies from customers is to 
describe his personal health problems: "Haemorrhoid 
Thats why 1 had 1o take this job standing wp. Didnt Lever 
tell you about my haemorrhoids? They get really bad when 
iri humid you know 


‘Of course, there are flaws: yes, even here. Wayne 
Berwick told me that the target audience for Microwave 
Massacre was the stoner crowd, and it's quite likely this 
was the best bet, although Vernon is a shade too anachro- 
йс for the plan to work. The veteran comedian seems a 
‘touch under-rehearsed too, stumbling through lines here 
and there in a way that makes you wonder if his mind ison 
the job, or just the ‘refreshment’ he's promised himself at 
the end of it. And if Donald simply bought his own lunch 
rather than eating whatever his wife puts in his lunchbox, 
there would be no story. Furthermore, it's never made 
plausible how Donald develops s taste for human flesh 
‘One day we see him grab something from the fridge at 
random and start gnawing at it, until the camera pulls back 
to reveal that it's May's hand. Donald sees what he's 
cating. pauses а beat, then continues chewing the stump. 
W's gag, of course, but are we to accept that he's happy to 
eat such an unappetizing cur? It seems a bit much to base 
the central plot development on a sight-zap! Soon he's 
tempting his workmates into cannibalism with choicer cuts, 
but his transition from hungry slob to cannibal gourmand is 
unconvincing. Then there's the microwave itself. Firstly 
it's gigantic, ike something from the hotel kitchens in The 
Shining, зо God knows how they could afford it on 
Donald's wages. And May's obsession with fancy cuisine 
seems utterly at odds: who on earth makes lavish 
‘connoisseur dishes using a microwave? It's a contraption 


noted for convenience not finesse. But the biggest flaw is 
that the film never really gets to grips with Donald's 
change of character. When he starts murdering prostitutes, 
it's a bit of a wrench, crdibility-wise. Killing his wife was 
a crime passiomnel killing whores is simply murder. The 
fact that the script continues to paint Donald as а hapless 
schmuck doesn’t really gel with his new role of cold- 
blooded killer 

Quite a list of complaints. So what is it that makes film 
so enjoyable? 1 must admit it's difficult to explain. Perhaps 
irs the incongruity of a cannibal murder story framed by a 
‘comedy routine from a bygone era. Viewers in the UK. 
should try to imagine a British version of the film, starring 
Les Dawson as the cannibal, and Mollie Sugden as his 
wife. The relentlessly lowbrow humour also has its appeal, 
‘even though most of the actual jokes have mouldy grey 
Whiskers and a glow-in-the-dark quality. The setting ~ a 
suburban purgatory Mike Leigh might have dreamed up if 
he came from Los Angeles = is another feature, but the 
charm is somewhere in-between these not entirely plausible 
explanations. Maybe it's just that Donald's sympathetic 
loser persona strikes sparks against the increasingly cynical 
and cold-blooded action. In terms of visual style, there are 
some arresting shots of naked women lying on a black 
‘able in a black room, being sliced with a kitchen knife as 
blatantly phoney stage blood emerges. And Robert Burns's 
prosthetics are impressive, including some convincing 
severed hands (perhaps ‘held over" for Alfredo Zacharias 
‘Demonoid, on which Burns worked later). It really is hard 
To sum up, but I don’t want to make too much of a meal of 
the conundrum. Some of you can probably already scent 
"he aroma of simmering movie-trash (not to be confused 
with badly burnt ап, although a mixture of both would be 
junk movie heaven). If so, my picky-eater caveats will 
‘seem like just the simperings of a quiche-loving art-snob. 

А final word of warming: if you're finding my food 
jokes a touch indigestible, you'll get the runs from 
Microwave Massacre. If you give it a try; though, you may 
Find the film a diverting, genilly bizare curio — even i it 
js as much of an acquired taste as а crab in a bap. 
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The Careers of 


Irv Berwick & 
Wayne Berwick 


hen you think of father-son film directing dynasties 
in the movie industry, who comes to mind? Melvin 
and Mario Van Peebles? Carl and Rob Reiner? How about 
father-daughter combos like David and Jennifer Lynch, or 
Dario and Asia Argento? Well, horror fans can add another 
pair to this той-сай: Irv and Wayne Berwick. While there 
are few similarities between the work of father and son, 
арап from the low budgets with which they had to work, 
it's somehow very pleasing to know that while Berwick Jr. 
жаз prepping a comedy-gore number called Microwave 
Massacre, Berwick Sr. was shooting a sadistic psycho- 
movie, Hitch Hike to Hell. To quote Jim Siedow's Cook in 
The Texas Chain Saw Massacre: "This family always 
been in теш!” 


Early Days 


Irvin ‘Irv’ Berwick was bom in 1915 and raised in The 
Bronx, New York, one of a family of Romanian Jews 
originally called Bercovieei. А child prodigy, he was 
playing concert piano before the age of ten. Although he 
never abandoned the instrument, he decided to seek a film 
carcer instead, hopping on a Greyhound bus to California 
When he was just seventeen. He first obtained work as an 
acting extra, and appeared as a billboard model for White 
‘Ow! cigars. His son Wayne recalls, “He talked about а guy 
called Max Атом, he used to say that's the guy who got 
him started, brought him to Universal. He lived in 
Hollywood with four or five friends, who stayed friends 
‘throughout his life.” One of these friends was John 
Harmon, a character actor who would go on to appear in 
well over two hundred film credits during а fifty-year 
career. Harmon became a talismanic presence in many of 
Berwick’ films, including The Monster of Piedras 
Blancas, The Seventh Commandment, The Steet Is My 
Beat, Hitch Hike to Hell, Lawn Party, and Malibu High. 
After military service in World War Il, Berwick. 
returned to Hollywood and was hired by Columbia Pictures 
asa trainee director and dialogue coach. The extent of his 
‘work at that time is dificult to verify completely, as much 
of it went uncredited. Some of the jobs he accepted were 
for smaller production companies away from the Columbia. 
Jot, including the 1947 Groucho Marx ‘solo’ vehicle 
Copacabana, with Carmen Miranda, In addition to the 
verified titles listed in his filmography, writer and 
documentary filmmaker Ted Newsom, a long-time family 
friend to the Berwicks, recalls that Irv spoke of having 
worked with William Castle, who was at Columbia Pictures 
adapting mystery series” such as The Whistler and Crime 
Doctor from radio to the big screen. Castle moved to 
Universal in 1949 and Berwick followed, settling in as 
dialogue director for a string of westems and crime 
melodramas, starting with Alfred E. Green's Sierra (1950) 
‘and continuing throughout the fifties, for directors like Kurt 
Neumann, Hugo Fregonese, Budd Boetticher and George 
Sherman. (Newsom recalls that in 1952 Berwick worked 
‘on Sherman's Errol Flynn picture Again All Flags: “[lrv) 
told me he had to spend time as the Flynn-wrangler. He 
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was pissed off at the end of shooting because Flynn gave 
him a git, a bottle of expensive liquor, Irv was angry 
because he didn't drink. Jesus, if he still had that bottle he 
could probably sell it for $1,000 on eBay. “Booze from 
Errol Fiynnt"”) One of his most regular employers was 
‘one-man B-movie factory Lew Landers, with whom he first 
worked on The Power of the Whistler in 1945, Landers 
close friend of the Berwick family — he was 
jown to young Wayne and his sister as "Uncle Lew” and 
he often put work Berwick's way, including a useful 
regular job as dialogue director on the CBS “friendly 

TV series Topper, which ran from 1983 to 


The Monster of Piedras Blancas Got te 


In the early 1980s Berwick moved to Universal 
International, working with the great Jack Amold as 
dialogue director on his crime melodrama The Glass Web 
(1953) starring Edward G. Robinson, and the westem Red 
Sundown (1956). When Universal-Intemationa laid-off 
many of its employees in the late fifties following a merger 
with MCA, Berwick formed his own production company 
called VanWick Productions (later 1гУ Маг) with Jack 
Kevan, a gifted make-up designer and one of those respon- 
sible for the Gill-Man in Jack Amold's Creature from the 
Black Lagoon, With Kevan eager to develop his own 
talents, the choice of genre was a no-brainer: their first 
Picture, The Monster of Piedras Blancas (1958) was a 
Creature from the Black Lagoon ‘arian shot entirely on 
location at Point Conception (which provided the 
lighthouse scenes) and Cayoucos, California. Piedras 
Blancas ('White Rocks’) itself, а real town on the 

liforia coast north of San Simeon, was rejected as 
insufficiently photogenic. 

‘Although the film was an independent production, 
Universal supplied equipment and crew members from. 
"heir recently laid-off staff. n an act that neatly (if uninten- 
tionally) summarises the incestuous nature of genre 
pictures, Kevan made the monster suit from bits and pieces 
‘of the Universal monsters he'd worked on: the hands were 
borrowed from The Mole People (Kevan had designed their 
ces), and the feet were from the famous Metalunan 
monster in This Island Earth. Kevan simply built a new 
head, and bingo! The Piedras Blancas monster was bor, 

The Monster of Piedras Blancas is a film very much of 
its time, and fora certain audience it will evoke happy 
memories of a cinema that is no more: where men in 
bizarre rubber monster suits stalk the denizens of small 


town communities, homing inexorably on the prettiest 
young female and her Brylcreemed, T-shirt clad boyfriend. 
For those brought up on later strains of horror cinema, such 
‘movies can зеет slow-moving tothe point of boredom, but. 
Piedras Blancas has a few brief shots that sufficed to make 
‘tan alarming experience for the teenagers of its day. When 
the monster eventually goes on the rampage, it bursts into a 
тоот fall of shocked citizens, brandishing the severed head. 
‘of a recent victim in йв scaly claw. There's even a hint of 
blood around the neck. For 1058, this was strong meat: 
blood was a rare sight indeed in the horror films of the 
time. A later shot of the severed head, discarded on the 
beach, is given an extra frissan by the added detail of a live 
crab crawling over И: it's а grotesque image, not unlike a 
similar scene in Mario Bava's Twitch of he Death Nerve 
(1971), in which a squid slides over the face of a corpse 
fished from the water. These details aside, though, it's a 
film whose appeal is very firmly rooted in its time. For 
modem audiences, the storyline of Piedras Blancas 
(written by Н. Haile Chace) is unremarkable. and more 
than half an hour passes before we actually see the 
monster Perhaps the young Don Dohler was watching, 
resolving to make films just like it: but with monsters that 
pounce every ten minutes! 

Ted Newsom, who fist met Berwick while attending а 
class Berwick taught at UCLA in the late 1970s, 
remembers that, “Irv was rather diffident about Piedras 
Blancas, even embarrassed when 1 asked him about it. 
Several years later, long after such a thing was necessary, 
he remained concemed that I shouldn't bring the film up. 
when talking to Jack Arnold — Amold and Berwick were 
long time friends = because he thought Arnold would get 
upset that Piedras was а lift from Creature from the Black 
Lagoon. I asked Arnold if there was some sort of ill-feeling 
and he just laughed and said no, of course not. The 
common denominator was, of course, Jack Kevan, who 
was Ins friend and partner in Van Wick Productions. 
Kevan had grown extremely disillusioned with the studio 
system and (rightly) felt he never got proper credit for the 
‘monster creations at Universal. Taking the bows was the 
job of Bud Westmore, who apparently would come in when 
the work was done, pose with ‘the too” (а litle pencil- 
shaped sculpting stick) and voila! Another masterpiece 
from the great House of Westmore! Kevan said to hell with 
it and became a producer. This lasted with Irv until about 

'62 or 763, when Kevan, м the suggestion of his wife, got 
‘out of the movie business entirely. He started a cosmetics 
‘company and apparently did well financially. However, he 
would never, ever discuss his movie make-up career with 
‘anyone. After Kevan went on to other things, Irv formed 
IreMar Productions, а contraction of his name and his wife 
Mary 

Making The Monster of Piedras Blancas às an 
independent, Berwick developed а thriftiness that would 
stand him in good stead for his later work. Newsom 
continues: “Irv was always leery of what he thought was 
big production expense, like special effects, He often said 
the Piedras Blancas suit cost $30,000... which would've. 
been true had it been done from scratch at Universal, and 
was probably the approximate price tag Kevan put on i 
However, Kevan was able to pull new moulds from the 
various other elements at Universal, which saved time. 
Latex itself didn't cost that much, and since Kevan was co- 
producer, he didn't charge for his time. It probably cost 
bout $4,000 max, maybe as litle as $1,000 in actual 


expense. It ater shows up in colour in an episode of 
Flipper, by the way: Ricou Browning [who played the 
original Black Lagoon Gill-Man] was the co-producer of 
the show, and Browning and Kevan were old pals. So Irv 
avoided projects that needed anything elaborate or special 
Не had this one crappy script around the office for years, 
written by Haile (pronounced “Hallie") Chace. and had a 
мех bum make-up in the office for at least five years. 1 
guess he thought it would be so expensive to re-do this 
prosthetic appliance, he should keep it around in case he 
ever did Chace's bum-victim movie. So that’s why he 
didn't do any more horror movies (except psycho-stuf like 
Hitch Hike to Ней). He occasionally теште to assistant 
directing and second unit stuff. He worked on Larry 
Buchanan's The Loch Ness Horror for instance. 
Uncredited, 1 think. He shot the action stuft? He also 
worked on Spartacus although he dismissed it and in fact 
wanted it kept quiet, saying, ‘Nobody's supposed to know 
Kubrick had help on that 


Berwick's Noir Trio 


As the sixties got under way, Berwick's output continued 
but in а darker vein, It's а major leap, stylistically, from the. 
lightweight The Monster of Piedras Blancas to the lurid, 
noirish thrillers Berwick made in the 1960s, beginning with 
The Seventh Commandment, a complex guilt-and-cruclty 
tale which he directed and co-wrote (with Jack Kevan) in 
1960. Described by one admirer, director Frank 
Henenloner, as "an improbable mix of noirish sex, spiritu- 
ality, and obsession”, it concems Ted Mathews (Jonathan 
Kidd), а young man who suffers amnesia after staggering 
away from a car accident involving him and his girlfriend 
Terry (Lyn Staten). He's taken in by a travelling preacher 
(Frank Arvidson), and several yeas later retums to his 
hometown as the Rev, Tad Morgan, a genuine healer with 
supernatural posters, still unaware of his previous life. 
Meanwhile Terry, who was injured in the accident and is 
now a bitter ex-convict living in a sleazy apartment with 
Pete (John Harmon), her crooked boyfriend, decides to take 
her revenge on the now-respectable preacher Ву 
blackmailing him. Ted ends up marrying her while drunk 
ош of his mind, wrongly convinced by this mean-sp 
vixen that he caused the crash that started the whole sordid 
tale. As things spiral downwards for the luckless 

Reverend’, the story's cocktail of guilt and revenge leads 
inexorably to murder. 

The Seventh Commandment was shot in Dallas, Texas, 
and featured soon-to-be horror specialist S.F. Brownri 
sound mixer. It's a great advertisement for Berwick's newly 
matured style: it has some great sniping dialogue (When 
the hero mentions his educational achievements, Terry 
sneers, “В.А. What’ that? Bad apple?) and an intriguing. 
take on religious hypocrisy. When the Reverend's past 
catches up with him — or Terry's manufactured version of 
jt at least — Ted/Tad is tempted to do the decent thing and 
give himself up to the police, However, with business in 
the miracle trade booming. and donations skyrocketing, his 
business partner (and fellow Christian) argues thus: "No, 
уон will not give yourself up. That would ease your 
suffering. That would make everything alright in your eves. 
But what about His eyes? What right does a sinner have 10 
question His wisdom? If were not the Lords will, you 
would never have started this work. No, you will not give 
yourself up to any authorities. There® only one authority 
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for you." W's the son of sel 
masquerading as piety you c 
(convicted on twenty four counts of fraud and 
(photographed with a 
Louisiana hooker outside a Travel Inn) having with 

ne, commit adulter, or steal 


imagine Jim Bakker. 


embezzlement) or Jimmy Sw 


themselves as they snort сос 

from the collection box. 
Berwick made many friends in the Dallas region, 

including trash film maestro Larry В 

there to shoot several times over the next twenty years, He 


followed The Seventh Commandment with two similarly 
dark and twisted norish melodr 
cannot be further explored here, as both Strange 
Compulsion and The Sirect Is My Beat are unavailable on 
either DVD or video. Strange Compulsion is particularly 


is Unfortunately, they 


hard to research: few erties seem to have caught this 


cased in 


Berwick effort, shot in Texas in 1964 and г 


December that year. At least the American Film Institute 
Catalog preserves а brief synopsis, revealing that the story 
concerns a young medical student acted with 
compulsive voyeurism, who tums to psychoanalysis; 


whereupon the origin and nature of his obsession is 
revealed. The Sire Is My Bear (1966) is a variant on The 
Naked Kiss, and reputedly has some genuine subtleties: 
to Ted Newsom, it was Berwick's favourite of 
his own films. It was written by Jack Kevan and Harold 
Livingston (the later a regular scriptwriter for Mission. 


accord 


Impossible who later wrote the sereenplay for the first Star 


Trek film) and tells the tale of seventeen-yearold Della 


Martinson (Shary Marshall), who marries an older man, 
Phil Demarest (Todd Lasswell) to escape from the misery 
of life with her shifless father (John Harmon) and 
domineering mother (Annabelle Weenick aka Anne 
MacAdams, leading player of the S.F. Browarigg 
repertory). But her happiness is short-lived: she discovers 
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that Phil is a professional procurer for out-of-town 
businessmen, In order to control her life, he entraps Della 

i „E the court case and 
subsequent scandal make it impossible for Della to get 

gular work and she gives into Phil's suggestions 

becoming a high-priced call-girl, When Della catches Phil 
in bed with another woman she informs on him to the 
police and goes it alone, Soon she's on the slippery slope to 


а hotel-room prostitutio 


ruin, gaining a drink problem, living in cheap hotel rooms 

Just another cheap streetwalker, One night she gets 
involved in a fight with a drunk and falls into the path of 
an oncoming car. She's admitted to hospital, only to be 
confronted by her parents. 


Ready for Anythi 


It was in Texas that Berwick shot the first of his 
exploitation films, Ready for Anything! (1968), which has 
never previously been included as рап of the Berwick 
canon: (The film is credited simply to “але” W 
Berwick informs me that his father began m 
with Ready for Anything! and essayed perhaps as many as 
теп more in the following t though some may 
have been unreleased. The Texan provenance is indicated by 
the presence of one of the Buchanan clan, R.L. Buchanan, 
as cinematographer (he was the assistant camera 
Larry Buchanan pictues from 1967: Creature of 
Destruction and In the Year 2889) and Ludwig Mona 
assistant cameraman (Moner, another fixture of the Dallas 
film scene, worked on Dracula (The Dirty Old Man) and 
ularly teamed up with Ron Scott, a director of nudies 
who appeared in several Larry Buchanan films). Wayne 
doesn't remember the name *Darcia', which initially had me 
worried that there could be two films of the same ttle 
kicking around in “68, but nevertheless = judging by the 
Dallas connections = this is apparently a genuine Irv 
Berwick film, Wayne Berwick explains, "He was making 
"X-rated pictures around 1970 — including Ready for 
Anything! and Sexual Hangup (IrvMa Productions). He felt 
"uncomfortable with me working on Ready for Anything! | 
nk. We talked about it one time and 1 said, “If you're not 
uncomfortable with it then I'm certainly not. It was just a 
job. 1 worked on Sexual Hangup and some others that never 
got released and I don't even remember the titles. He 
probably made about fifteen altogether. He always used the 
same DP for every sim 


ing "nudies 


e movie and that was Bill de Diego, 
а real fast cameraman who 1 think my dad met when he wa 
looking for people to do his first girlie picture. Dad used a 
pseudonym on Sexual Напдир, but it was my name! lt was 
‘produced’ and directed? by me. Actually the work 1 did 
was the sound, the music and the editing — 1 edited quite a 
few of my dad's girlie pictures. When 1 got back from 


Europe in "72, my dad and my mom put t 


wether this 
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The Seventh Commandment = 
be he judge: es hoe we can арте 


whieh соттолот ге ы 


THE SCREEN SPLITS 


WIDE, OPEN 


‘company called New Directions and they were going to 
make educational films, about things like drug abuse, stuff 
like that 1 would do the sound and ейи all of those. Sexual 
Hangup actually got à release, it played in a huge theatre in 
Hollywood, t was a big opening. а big deal. It was softcore. 
There was never any 


боп, it was all simulation. Now 


1 don't know if he went further in the couple of films he did 


without me = I remember there was a time when he said to 


me look, 1 gota go а little more hardcore here "cos I'm n 


‘making any money 
Both Read for Anything! and Sexual Hangup ate 
fiendishly obscure titles, and little else is known about 
er. Ready for Anything! apparently stars Larry Tanner 
who appeared in Larry Buchanan's Mars Needs Women and 
The Eve Creatures but it remains seemingly impossible to: 
obtain on video or DVD, Sexual Hangup is even more 
obstinate: I've been unable o find another reference to it 
anywhere, Somewhere, in the garages and film-laboratory 
vaults and storage vestibules of America, there's an enti 
shadow industry of lost and forgotten films, and sadly it 
seems that Irv Berwick's sexploitation films reside there. 


Hitch Hike to Infamy 


Horror fans on both sides of the Atlantic know the name 
оме Hitch 
l.a lurid slice of seventies sleaze that enjoyed 


Irv Berwick chiefly through his psycho-killer 
Hike to He 
wide distribution on video. At the time it was made, 


alls: “Irv 
he UCLA 
Extension, which is how I met him, He'd cadge cigarettes 
from me on break... his wife Mary didn't approve of him 

o he had to do it when he was away. The class 
d *Low-Budget Film Production." Probably 1977 
or 78. I'd talk to him about William Castle during a break. 
and he remembered him fondly (he'd worked with Castle at 
Columbia prior to the big horror-gimmick breakthrough). 
During the time he was teaching, the Hillside Strangler 
case was ongoing in L.A. Irv was either producing or 


Berwick had begun teaching, as Ted Newsom 


taught non-credit adult education classes for 
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host directing sor The Hillside Strangler 
Meets the Whateverthehell,’ which think is eredied to 
Ray Dennis Steckler, who's pretty incompetent." At the 
same time, during the same eight or ten week period, and 
while he was still teaching, Irv made Hitch Hike to Hell” 
Hitch Hike to Hell is а classic piece of exploitation 

xn, ripping its topically tasteless story screaming from 
the newspaper headlines. In some ways qui 

fashioned film, with a twitchy, nerdy killer more. 
the 19605 than the darker 19705, Hitch Hike to He 
nonetheless bears the hallmarks of the more brutal cinema 
of its day. Although the rape scenes are not sexually 
explicit, there's a pulse-racing thrill-seeking vibe to the 
editing, and in particular the music, sending the bad-taste 
meter way into the red — although ín the film's defence, it 
doesn't commit the cardinal sin of suggesting that the 
victims either asked for of came to enjoy their violation. 
‘This is still not enough to prevent the film from being 

decried as sexually exploitative: indeed, as Ted Newsom 
remembers, it was just this charge that was levelled at it by 
Berwick female students when, perhaps unwisely he. 
screened the film for his UCLA class! 

Ви given the moralist thread running through Hitch. 
Hike to Hell, to do with the evils of bad parenting and the 
plight of teenage runaways, can the film can be defended. 
‘on some levels? Newsom is dismissive of the script's moral 
‘equivocation, and cites Berwick: “Irv, in class, used ihe old 
phrase ‘to take the curse off.” This meant, when doing a 
sleazeball picture, you toss some redeeming bullshit in 
there to pacify the blue nose 

Wayne Berwick agrees: “I don't really know how deep 
his morality went, in terms of his work or anything like that 
He projected an attitude of Hey, it's exploitable, let's doit 
T don't remember dad's attitude toward the industry being 
anything but practical. Making films was what he did, and a 
gig was а gig, He viewed his own work as nothing more 
than what it was supposed to be, Master shot = over 
shoulder = close-up — and out. On budget and exploitable. 
Although he was very pragmatic about the business, he was 
very much into being “par of the industry” and the glamour 
‘hat went with it. 1 really don't remember much about the 
period of his life during Hitch Hike to Hell other than he 
was just pluggin" away tying to raise money to make films, 
The film came about the same way they all did, private 

nvestors. John Buckley was a writer buddy of my dad's 
whom my dad liked to work with because he was fast. 
That's ай he ever said about him, he's fast. 1 enjoyed 
working as а soundman on my dad's films more than 
anyone's, Bing, hang, next set-up. Hitch Hike was no. 
exception. A skeleton crew of film students who worked for 
experience, a professional DP, me on sound and a friend 1 
would hire as a boom operator, and of course always John 
Harmon, my godfather and my dad's best fiend. Since my 
dad knew he wasn't making Academy Award films, be 
never treated any shoot like it was life or death. 

Hitch Hike 1o Hell was snapped up for distribution by 
Box Office Intemational's Harry Novak. Wayne recalls, 
“Irv had been friends with Harry Novak for a while, 
‘through the “girlie” pictures. He always had a good 
relationship with him and I always liked him too. It gave 
my dad the chance to play the gangster role, because Harry 
was mixed up with some tough guys. My dad came from 
‘The Bronx and every now and then he'd like to get back 
into that tough-guy thing. He was alright with these kinds 
‘of people, he grew up with them." 
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Bad Girls 


Berwick tumed back to melodrama for Malibu High 
(1978), an entertaining if rough-edged film that saw him 
hook up with a young tyro producer called Lawrence D. 
Foldes (best known to horror fans as the director of Don? 
Go Near the Park). Foldes irked rather a lot of people at 
the time, as Newsom explains: “Larry Foldes hired Irv to 
ke Malibu High. Apparently, he was quite brilliant as a 
child, a genuine prodigy who graduated college by 
nineteen. But a prodigy is not always the best person to 
have as a producer. The problem with that sort of thing is, 
they never have the time to gain social skills In any case, 
Irv produced the film de facto. I've seldom dealt directly 
with Larry Foldes, so 1 can't really say a great deal from 
personal experience. 1 know he and Victoria Meyerink were 
а number for quite some time They're still married — 
they just produced a film together a couple of years 
so. She apparently was very, very ill for some time and he 
got her through it. It sounds like he's matured into an 
extremely nice guy. Of course, he's nearly 50 years old 
now... But 1 always got the distinct impression Larry was 
tay as Christmas. Maybe he was and he didn't realise it. 1 
‘don’t say the latter entirely in jest. 1 was at the premiere 
screening of [Foldes's film) The Great Skycopter Rescue, 
an abomination if there ever was one. What a cast! Aldo 
Ray at his drunkest William Marshall at his hammiest. 
Now understand, this was a cast and crew screening with 
potential investors and distributors there as well. So it 
should have been a pretty positive, receptive audience. 
(Larry had fired the experienced second unit DP, deciding 
he could shoot better stuff himself. He botched it and cost 
his father, who funded the film, a huge amount of dough to 
reshoot) ...So, the itinerate hero wanders into town and. 
buys a burger at a stand. The local thugs show up and. 
molest a nearby gil tearing her blouse off and posing. 
huffing and puffing û Là Brando in The Wild One (this is in 
1978, a little late for that shit.) The Local Hood (read 
“James Dean’) weighs in and beats the shit out of the bad 
guys, who of course vow that they'll have their revenge. 
Okay, the Hero has met the Local Hood. Hero says, “You 
want to come over and have a beer?" "Sure" Cut to: 
Interior, warehouse. Decorated with large airplane models 
hanging from the high ceiling. Camera starts on the planes 
and slowly descends down to floor level as we hear the two 
guys talking: "So, you're new around here?" ‘Yeah, you 
know. just trying to get to know people..." The camera 
finally reaches ground level, and here these two mokes are, 
sinting side by side on a couch — in this huge room — side 
by side in their underwear, drinking beer. The audience 
absolutely roared. And Larry apparently didn't understand 
‘why this was screamingly funny. Maybe he didn’t think it 
was unusual that two total strangers would sit cheek by 
jowl in their undies in a huge room, immediately after 
meeting. He made a sequel 10 Malibu High which was 
plagued with problems, including replacing the director.” 
‘Wayne Berwick has similar feelings on the subject of 
Folds: "Dad and Bill de Diego worked together on some 
fifteen films, and they always had the same line with each 
‘ther: "Wouldn't it be funny if this was the one!” And after 
they did Malibu High, they said, “Would you fucking 
believe it — this is the one — with shar asshole!” Because 
they hated Larry Foldes. Everybody hated Larry Foldes! 
He was just a total egomaniacal spoilt rich kid who thought 
he was a producer. He'd labelled himself = and the press 
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caught onto it —as “the youngest producer in Hollywood’, 
but he'd never done anything. Then Malibu got picked up 
immediately by Crown International, that's why everybody 
was going around saying, “I don't believe it, this kid got a 
Picture into immediate distribution.” He hired my dad, who 
was his teacher at film school at the time, to direct. 1 
remember my dad saw Larry giving direction to an actor. 
опе time — | was actually scared that my dad was going to 
take him арап, He just lipped, and right in front of 
everybody said, "You don't EVER, EVER go to my 

actors!” He reduced him to а kid again. remember. 
someone telling me that the sound man on Dont Go Near 
‘he Park punched bim out!” 

Ted Newsom recalls that Malibu High received the odd 
decent review, although Newsom himself is harder to 
please: “remember the L.A. Times reviewer Kevin 
Thomas called Malibu High ‘a sleazy gem’ and compared 
it to Pandora’: Bos! 1 caught it at a local multiplex, coming 
їп а few minutes after it started, and hooted and laughed at 
the obviousness of it all, the goofy/slly transition music. 
(Hey, this movie is supposed to be serious. and the litle 
‘music bridges make it sound like a game show!) When the 
lights came up, I realised Irv and several other people were 
about six rows from me. They wondered who the horse's 
ass was who was laughing through the movie. ‘Gee’, I said, 
“1 dunno, yeah, I heard il, too! 

Malibu High does indeed wilt under an absurdly 
inappropriate score, some of which sounds like shopping- 
‘mall-music or something from a twee sixties ad-campuign. 
It's a shame, because it's actually а fairly tough little drama 
with some great misanthropic dialogue. ЛИ Lansing plays 
Kim Bentley, a teenage tramp with a sociopathic streak а 
mile wide, who intends to get on in the world no matter 
what it takes. She's fll of contempt for her frumpy mother, 
harbours a severe grudge against the boyfriend who ditched 
her, and seduces her teachers in order to blackmail them 
imo giving her top grades. When the headmaster drops by, 
intending to tell Kim's mother that her daughter's been 
‘caught cheating, Kim (home alone) gives the old fool a 
heartattack by inviting him in, stripping naked and rubbing 
her isin his face. This girl is dangerous. 

The classroom scenes have a John Waters feel to them; 
you can imagine Kim hanging out with Divine’s "Dawn. 
Davenport in Female Trouble. She tells her mother she's 
doing “relief work" when the poor dear asks where the 
new car and fancy clothes are coming from, and as she 
‘moves up through the ranks, from hooker to high-class 
escort to contract killer, she grows to love delivering 
Paybacks on the stupid world around her. Lansing has a 
slightly gawky coltishness that's almost androgynous at 
times, and she possesses а great pancake-flat attitude when 
delivering lines like, "7 really got off on the power of thar 
trigger. Now, when do 1 get рай?” the movie's worth 
seeing for her performance alone. 

The racy, exciting rape-music from Hitch Hike to Hell 
puis in another appearance, this ime accompanying a scene 
in which a nasty punter tries to handcuff Kim and subject 
her to an S&M violation. The rest of the music is really a 
puzzle though. Did Berwick and the inexperienced Lawrence 
Foldes think the film was too dark, and needed cheering up 
with muzak? Or were they under the impression that cheesy 
stockccommercial cues would improve the film's chances 
with the MPAA? This ill-advised use of musie dates the film 
terribly, even as the script tries to upgrade the clichés of wild 
youth from the fifties to the late seventies. Another handicap 
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is Bill de Diego's camerawork, which is unadventurous and 
unhelpful. The camera often just stares at the actors, when a 
livelier approach could have broadened the film's appeal. It's 
ıa testament to the lead actress and the pulpish script that 
such deficiencies don't сш the whole thing off at the knees 
If Berwick was the sort of guy to attempt satire, this story 
could profitably have been played as such; setting off as a 
light and frothy comedy and then becoming gradually more 
sleazy and misanthropic, it could have ended up rather like 
Michael Lehman's wonderful Heathers (1989), Sil, it's a 
strong enough tale well served by the cast, and definitely 
worth checking out. Not that you'd guess from the 
promotional artwork for Malibu High, which gives no hin 

the content. Wayne Berwick explains: 
Crown Intemational hir 


ofthe blackness 
4 а model to do the one-shect, and 


she wasn't even in it. I was а ТАА shot of this sexy girl on 
p 

180-degree tum from the film, which was a real dark, 
sleazy movie. But then The Street Is My Beat and The 
my dad 
only Monster of Pe 


beach looking flitatiousy at the camer 


Seventh Commandment were kinda sleazy 100, wha 


called his ‘early-girlie pictures 

Blancas was any different! 
Atleast one version of Malibu High spared the 

audience's blushes, although it's unlikely to appeal to 


exploitation fans, as Newsom explains: "Another thing that 


Kills it in йв TV version, is the editing to cover the nudity 

and faux sex scenes. They just cut to the same damned sho 
ofa field of gras at sunset near the beach, panning over it 
the scene takes — 15 seconds... 45 seconds, 

ies... Th 

As noted, Irv Berwick continued making adult films 

through the seventies, but he tried his hand at other fare too 
He made 


's a fot of grass. 


по matter how incongruous. Wayne explains: 
this thing called Suddenly the Light = a religious film. In 
between the pom he was doing religious films! This was 
1978, same year as Malibu High, 1 did two films that year 
with Baptist money, 

spent the summer out there in the Dallas heat, with a film 
student crew and Bill de Diego. My dad loved to shoot in 
Dallas, one because there was а studio there called 
Jamieson Studios and a great film lab that he liked, plus it 
was a ‘right to work" State, so there was never any problem 
with the unions. He loved Dallas. 

Ted Newsom was involved in another of Berwick's 


with him. We shot it out in Dall 


religious pictures: “I worked for Irv on the crew once, on a 
short film that was tentatively titled Lawn Party, a 16mm 
as, 1 think. 1 


ended up playing a part in a scene with the lead kid when 


thing done for some Baptist folk down in T 


our actor didn't show up. And that was shot out here in 
Califomia. It was retitled something else, When we were 


Nightmare USA 


shooting й, thought Гани Party was the lamest title I'd 
ever seen. Irv had a 16mm print of it and showed it one 
night at his house to friends (contemporaries, so they were 
all in their sixties), I'm afraid Craig Muckler and 1, and 
perhaps Wayne, were not very respectful to it. It was some 
silly thing about a kid who loses his faith when he realises 
his dad is working with a crooked real estate guy. The Good 
Kid falls in with a Bad Kid and robs а grocery store (John 
Harmon played the owner) The kids leave, have an of 
screen auto accident and the Good Kid ends up in the 
hospital, clinging to life. А cop takes the despondent father 
aside and says, “He wasn't making much sense, He was 
saying something like, ‘Please, God, don't let my father go 
through with this crooked real estate scheme." What do you 
suppose he meant by that?” Honest to God, that was the 


dialogue verbatim. I loved it and memoriscd it, it was so 
lame. Irv wasn’t bit religious though. Not unreligious, 
citer. He was Jewish, for goodness sake, and he's directi 
films for the holy rollers! Irv would do anything ifi paid 
the bills and looked pretty fun. 


Farewell to Berwick Sr. 


Things got tough for Irv Berwick in the later stages of his 
life. Wayne feels that his father grew more cynical about 
his work, and felt ground down by the process, over the 
He would have preferred to be a aned 
ош working with actors, and he was an actor at heart. He 
used it in his life — he could be the tough guy when he was 
with the tough guys, and he could play the charmer too. 
He was an incredible charmer, especially with the ladies — 
not in a philandering way, but be really loved women. 
We'd sit in a coffee shop and an elderly woman would 
come in, and he'd say to me, "Look at her eyes and her 


years: actor. He 


make-up; she's spent some time, I'm gonna go over to her 
and tell her how beautiful she is.” You'd s 

light up, and he'd come back and finish his lunch. He was 
a very emotional guy, but not on the set. He was very 
easy-going but it was all about speed, and keeping in 
budget. And that's why Bill de Diego was so important, 
they knew the next thing to do immediately, there was 
never any need for discussion. 

Ted Newsom recall: "A lot of the life went ош of Irv 
when his wife died in 1982. She was а rock. She was a 
teacher as 1 recall, and worked steadily. Iv's productions 
were sporadic, since that's the nature of the business. Late 
in his life he moved from their house to a condo. He was 
burgled and lots of his 
rotten.” Wayne adds, “He just worshipped my mom, and. 
everybody figured he's not gonna last long, but he roughed 

Irv Berwick did indeed tough it ош, for another 
fifteen years. When he finally died of heart failure on 29 


vabilia was stolen, Really 


June, 1997, he was 82. 
It's а great pity that many of rv Berwick’ films are 
impossible to sce today. That may not matter too much 
where his sex films are concemed, but on the strength of 
The Seventh Commandment, the obscurity that bedevils 
Strange Compulsion and The Street Is My Beat is infuri 
ating. If Wayne Berwick is right, we're lacking at lest e 
if not ten further film credits for his father, and although 
these are likely to be ephemera, it would be good one day to 
have a true picture of the entire scope of his work. In many 
ways, Berwick's career parallels that of John Hayes (see 
chapter on Hayes), in that both men directed a handful of 
accomplished black-and-white melodramas before moving. 


Blood Re 


ations 


into the horror genre and sexploitation material in the 
19705. A viewing of Hayes's pseudonymous sex films 

Пу sheds valuable further light on his creativity, and 
although Berwick would seem perhaps less motivated 10 


itu 


create ап under such unpromising condition, you never can 
tell. At least we have four good examples of his craft: a 
classic fifties monster movie; a lively pulp melodrama; a 
lurid horror film; and ~ perhaps the most unusual - a 
curious, bitter-edged ‘coming-of 

these few 


e" crime story. Even. 
jovies guarantee Irv Berwick a place in the 


history of American independent cinema. 


Wayne Berwick — Early Days 


уле Berwick was bom on 10 July, 1949 in North 
Hollywood, CA. Movies have been an intrinsic рап of his 
life for as long as he can remember: “1 literally grew up on 
the soundstages at Universal Studios, My dad was a 
dialogue director there for the first eight years of my life 
and my mom would hang out there and take me with her 
Guys like Tony Curtis, Burt Lancaster and Edward G. 
Robinson would be liftin’ me up. иіп? my hair and 
‘chatin’ with me all the time. I think the first movie 1 saw 
was a Ray Harryhausen Sinbad thing ® Whatever it was, it 
hooked me enough that forty five years later, if don't get 
my movie fix 1 get uneasy 

Like his father, Wayne Berwick is also а musician 
unlike his father he has tumed this talent into a career 
Initially, the idea of directing a movie didn't occur to him: 
“It was something my dad did, but after high school when 1 
moved out of the house, I needed а real job. | moved to 


bur 


Venice Beach and led my way into а gig аз a sound 
recordist for an educational film company: Tumed out to be 
‘one man operation. This 
whole crew and he needed someone to at least un sound, to 
take some of the lod off So 
everythin 
enthralled with the process, and for the next two years he 
and I made dozens of ten- and twenty-minute mini-movies 
with some sort of health or safety message — usually 
whatever was hot at the time. | remember getting a lot of 
mileage out of VD! [la 
of it, but I wanted to go to Europe, so I packed a guitar, 
some harmonicas and some underwear and went, 1 played in 
and visited just about everywhere except Eastern Europe.” 
Berwick left midway through 1970 and retumed in 1972. 
‘Once back home again, he began supplementing his 


uy did everything — he was his 


urally I leamed and did 


as well. It was during this time that I became 


ıs] He wanted to make a career out 


musician's income by working as а soundman on low- 
budget films, ranging, as he says, o^X' rating. It 
was during this time I started making Super- films. On one 
‘of my soundman gigs in the summer of 1978, I became good 
associate producers. One of 
for a tongue-in-cheek but creepy horror 


‘from “G 


friends with a couple of the 
them had an outlin 
film, The other one claimed he could write the script and 
таве the $75,000 that 1 said I could make it for. By October 
78 we were shooting. Problem was, the script he tumed in. 
two days before principal photography was to begin, was 
ninety pages of bad one-liners. What had been creepy 


understated humour was completely over the top 
face. It was quite an adjustment, so my take on it was to 
make it even more blatant, as if to say, "You thought thar 
was stupid? Well we're havin’ so much fun that, here, have 
some more!” When I saw the script, 1 knew the 

опе way to go with it, and that was to aim for the alcohol 


and reefer crowd.” 
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Ingredients 


The script of course, was Microwave Massacre, and 
Berwick's partners in erime were Craig Muckler and Tom 
er was, and still is, an L.A. sports reporter for 
newspapers, while Muckler, who had been involved in the 


production of Berwick Sts Malibu High, hosted his own. 
cable TV show at the time, called Craig Muckler 5 
Hollywood Showcase. Among his guests were Aldo Ray, 
William Sanderson, Misty Rowe, Bo Svenson — and the 
soon-to-be sar of Microwave Massacre, Jackie Vernon, 
Muckler came up with the title, helped Berwick whip 
Singer's script into shootable form, and made the introduc- 
tions to Vernon, who was quite а catch for a low-budget 
бип by a young unknown, as Ted Newsom explains: 
*Nemon was famous in the early sixties as а stand-up 
comedian, with a Buster Keaton-style deadpan 
delivery. Very putupon character on stage; background in 
improv comedy á fa Shelley Berman, Nichols & May, etc." 
“Jackie Vernon came on board before the script was 
finished,” recalls Berwick. "He was at a point in his career 
where he needed the work more than he needed a scritto 
read. He was a very recognisable comedian, his claim to 
fame is he's the voice of Frost the Snowman, which is 
shown a few hundred times every December. Was it a 
stretch for him to play a drunk? He wasn’t much of a 
drinker and was a total pro, but lord have mercy if he ran 
ош of Quaaludes.” 

Nernon is undoubtedly top banana inthe cast, but he's 
supported by several notable eccentrics: not least the 
woman who plays his crazy wife, “Claire Ginsberg was a 
piece of work.” laughs Berwick. “She was hired because 
she was the character she played. I remember the day she 
had to put her head inside th 
itwed 


‘oven so when Jackie opened 


е her, She wouldn't do it. Didn't want to get 


electrocuted. The oven was cardboard! She got hysterical, 1 
‘gt pissed off, and I remember her sting in the comer on 
the floor shaking and sobbing uncontrollably about the way 
1 talked to het” As for the role of the bad-tempered barman, 

"When Phil De Carlo read for the bartender 
role, we immediately sent everyone else home. We were 
afraid if we didn't hire him he'd have us whacked! Turned 
‘out to be the nicest guy in the world.” 

Devotees of The Texas Chain Saw Massacre will 
probably have rented Microwave Massacre as soon as they 
noticed that Robert Bums was involved. Bums's design 
work forthe classic Tobe Hooper film is, along with 
Charles D. Hall's work on James Whale's Frankenstein, 
probably the most creative and influential piece of set 
dressing in the genre's history. Berwick found him 
charming: "Robert Bums sent а résumé, 1 didn't know who 
he was but 1 sure as hell knew The Texas Chain Saw 
Massacre, so we met at his funky place at the beach, where 

ye shared the place with all kinds of bodies and heads and 
limbs. What more could someone who was directing a 


Berwick says: 


cannibal comedy want? Plus Robert was а great guy 


«py. but great. By the way, I'm glad you noticed the 
tacky seventies brochure interior. Robert and 1 had 


discussed it, and were going for it. He was very very low 


key, just a weird guy but very nice. АШ these severed heads 
and mummies and staff all over the place at this litle two- 
room place he had down at the beach. He was just moving 
from Austin Texas out here to Venice Beach, California, and 
he sent us his résumé, came ош for an interview. Which he 
didn't have to do: 1 mean, we saw Texas Chain Saw 


Massacre and he was hired! He was great. No ego at all 
The film was shot quickly in the fall of 1978, and 
Berwick enjoyed the process enormously: "Because of the 
attitude 1 took when T got the finished script (which was 
this better be a good time?) | really didn't have a lot of 
pressure. I knew from my low-budget experience, and the 
comers I'd leamed to eut by watching my dad, that | could 
bring it in for $75,000. 1 found ош after the shoot that there 
wasn't ane day when we had enough money to shoot the 
following day. The producers withheld this info so 1 
Wouldn't have to think about it. We shot fifteen days 
straight. The locations were ай loca The house belonged to 
Mickey Dolenz and he'd just moved out, so it was empty 
The opening scene with the girl bouncing down the street 
was done last minute. The opening credits were supposed to 
be shot in à market, and as someone is shopping in the meat 
department, the credits are on the meat packages. The 
market pulled out at the last second and we (the whole 
crew) were sitting around the producer's apartment trying to 
ute out what to do, when my dad's old T&A influence hit 
те. The DP? had a friend with her. A cute busty friend. So 
that’s her walkin’ hack and forth on the sidewalk in front the 
producer's apartment. We were prety brazen in how we 
shot exteriors. We'd set up anywhere and act like we 
belonged. I remember shooting one day on Santa Monica 
Boulevard. The police just assumed we had a permit and 
would just drive by. When two biker cops finally stopped, 1 
told the production manager to send over a couple of the 
girls we were using. They lined with them for quite awhile, 


plenty of time to finish what we had to do, When you're 
stealing shots, staying low-key and keeping it out of the 
press to avoid any union hassles i the goal.” 


Garnish and Serve 


Berwick got a further blast from editing his picture: “The 
editing process is what hooked me when I was doing the 
‘educational films. It was the illusion you could create in that 
room with those pieces of film that blew me away and made 
те want to make movies It wasn't working with actors, ГИ 
tell ya that. Editing took eight weeks, a lot of all-nighters, 
usually resulting in too much coffee, not enough food and 
then dry heaves for breakfast.” 

The first version Berwick cut together attempted to send 
up not only the cannibalism concept but also its genre style 


and pacing: “I wanted to go so over the top, because И was 
iso stupid. I said look, let's break some rules, so 1 would 
Keep Jackie walking from the sidewalk to the house to the 
garage and 1 would deliberately keep the camera on him so 
it went on and on until people would just think "Oh my 
God’ = like when he was loading the meat into the refrig- 


‘erator, 1 made that go on forever! But it was probably а 
wise decision to eut out ай that stuff, and instead we went 
back and shot more nudity and more gore.” 

So, а fun-filled experience from start to finish 


Nearly... “I had already enjoyed the filmmaking process 
and | thoroughly enjoyed the idea of being a movie director. 
It was just a flat-out rush: until distribution, Nobody wanted. 
it. men, can you blame them? Very few people “got it 
They weren't ready for it. ls it supposed to be gory, is 
supposed to be funny? I remember we were screening it for 
а distributor one time, and by this time I couldn't watch the 
film anymore, so | was sitting in the lobby. Tums out the. 
distributor lef through the back exit and when the film was 
‘over, out walks Timothy Leary with an entourage of freaks: 


Nightmare USA 


He loved it! То this day, I have no idea what they were 
doing there. Anyway. we went back and reshot some. 
scenes, added some more gratuitous nudity and it was 
picked up. | don't know which version you've seen, If it 
the one distributed by Rhino, that's the softer version. The 
‘other one was released by Midnight Video: we went back 
and reshot some stuff and си out some of the slower stuff, 
and that had a picture of Jackie looking in at May in the 
microwave, drooling.” (The British video release from Astra 
isthe stronger version). 

It was Berwick’s misfortune to have directed an 
irreverent gore comedy three years before the smash 
success of a film like Aw American Werewolf in London 
(1981) popularised the format, For nearly five years the 
film sat on the shelf, unloved: later, Berwick says, “People 
were comparing it to Eating Raul" I asked him if there 
had been much of an influence from comedy skit packages 
like The Kentucky Fried Movie: “I'm sure that's where 
Tom Singer was coming from, and I had to sort of settle 
into that and accept it. John Landis was an influence 
because of that film, and a lot of it came from stuff like the 
‘Corman picture, The Little Shop of Horrors. A very creepy. 
comedy, that's what we originally had in mind, where 
you'd be laughing at something but you'd set someone up 
‘with actual fear. {was always into the Sam Raimi stuff 
Evil Dead, the stu that had a sense of humour. Although 
the thing that tumed me on to horror was when } was a kid 
and 1 saw Peter Lorre in The Beast with Five Fingers - that 
movie just freaked me out! The severed hand, the whole 
atmosphere of that movie. Г was always wondering, “How 
do you get people scared like tha” 

Ted Newsom was not directly involved in Microwave 
Massacre, but he figured in the film's journey to video: He 
adds these observations about the movie: "I just rewatched 
that, and it's not as awful as it ought to be. It's a $70- 
0,000 budget, with ten or twenty grand going into 
Vernon's pocket. They had nothing but problems with the 
distributors, It did actually play in theatres; released on 
таре by Select-a-Tape and 1 later sold it to Rhino for re- 
release, | had nothing to do with the making of Microwaves 
nobody asked, although 1 lived less than а mile away. I've 
always been miffed they didn’t at least ask me to come 
work on the crew for free! Later on I got my revenge, 
selling it to Rhino and at least taking a small commission, 
so I probably made more than I would have at twenty 
dollars а day on the crew! 1 did do a photo shoot for a litle 
bit in Ош magazine (a girl with an apple in her mouth, 
carro slices on her nipples and parsley on her bush, being 
loaded into the giant prop microwave like a loaf of French 
bread.) and | got it a nice little three-page blurb published 
in Famous Monsters.” 


After-Dinner 


Newsom and Berwick remained friends, and in 1985 they 
began working together on Berwick's second and so far last 
directorial credit: The Naked Monster, known for several 
years in йв unfinished state as Апас of he B-Movie 
Monster. "Wayne directed, 1 wrote and produced,” says 
‘Newsom. “In the cast аге the late John Harmon, Les 
Tremayne, and Jeanne Carmen. And a lighthouse. My litle 
tip of the hat to Piedras Blancas 

Filmed in Super-, with the idea of reshooting later in 
{6mm or 35mm, Attack was, Berwick readily admits, more 
Ted Newsom's baby than his own: “He was the fifties 


Blood Relations 


monster movie freak, 1 just happened to have the connection 
to Monster of Piedras Blancas and | really enjoyed monster 
movies, but I didt know who these people were as much 
as Ted." To begin with, Berwick and Newsom shot initial 
footage with John Harmon. I proved to be a fortunate 
decision, because Harmon died soon afterwards. His 
appearance in The Naked Monster, a film dedicated to the 
heyday of American monster movies, is a lovely coda to a 
career spanning half a century. After soliciting the 
involvement of iconic actors Kenneth Tobey and Robert 
Comihwaite (The Thing) John Agar (The Mole People), 
Robert Clarke (The Hideous Sun Demon), Les Tremayne 
(The War of the Worlds) and Gloria Talbott (The Daughter 
of Dr: Jekyll), Newsom then sourced a selection of 
Soundtrack cues from the Perma Music Library to give the 
movie an authentic period flavour: "Ronald Stein was the 
composer,” he says, “I was involved in the Perma company 
with his widow Harlene. It's the same musie that was 
tracked into AIP pictures like the Buchanan stuff, The Ку 
Creatures, Zontar the Thing from Venus, from even earlier 
things like The Terror and Attack of the 50 Foot Woman." 
Added to these classic music cues are about ten minutes of 
footage drawn from old movies, which when combined with 
the new footage create an affectionate spoof that echoes. 
some of the strategies of he Steve Martin comedy Dead 
Men Don Wear Plaid. Thanks 10 a starry cast drawn from 
the height of the post-war monster movie craze, some of 
whom reprise their former roles, and a scattershot Airplane- 
style humour tinged with welcome doses of irony, The 
Naked Monster is a genuinely inventive piece of 
bricolage. It was finally completed in 2005, credited to 
Newsom and Berwick as co-direcors, and is now available 
‘on DVD. Let's hope that one day a future Ted Newsom or. 
Wayne Berwick will do the same for the much-loved B- 
movie stars of seventies horror! 

One project that might have brought both Newsom 
and Berwick to renewed prominence in the horror genre 


оров page. sinp cf sene 
Mor Microwave Massacre caen 


sadly never saw the light of day. Ted Newsom explains: 
"Wayne and L along with FX guy Mark Williams (be 
died eight years ago at the age of 38) planned to do a 
sequel to Piedras Blancas. Mark had done a script which 
1 didn’t think was very good; I wanted to do something 


there and it's all ready to go." With bullshittree 
‘experiences in film production as rare as hen's tooth ра, 
we probably ought not to hold our breath but we ean at 
sast be grateful that Berwick gave us a unique, offbeat and 
insane film like Microwave Massacre. After all these years, 


else. 1 started working on an idea that involved two there's still nothing quite Hike it 
the wrong time. Mark Williams had made up a head for 
BS e s eir d Rel Maxwell Amow was casting director on Gone with he Wind. 


2 Berwick receives an associate producer eredi only. 


Newsom is referring to Stekle’s The Hollywood Strangle 
Meet the Skdrow Slasher, und his judgement is, if anything. oo 


lenient 
Jecezuss!!!" 


Berwick's only other sereen directing credit is a short 4 They married in 1983 and are still together 
fiim called The Shooter, made right a Monster's 

shoot, in 1986, “It gota lot of cable play.” Berwick. The Gr 
says, “It was a featurette showcase about а erapshooter that 1983. 
played in the early days of Pay TV." Today, though, Wi 
Berwick is a musician first and foremost, and he 
clear that he would only be interested in retumin 
film industry if it were, as he puts 


f Malibu High aka Young Warriors, made in 


Probably The 7H Voyage of Sinbad, 1958. 
Karen Grossman, who shot The Slaver in 1982 
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Mind Before Matter 


Schnitzer on 


Robert Allen 


The Premonition (1975) 


Strange, complex and haunting. inthe Val Lewton tradition 
The Aurum Film Encyclopedia: Horror 


Though some of the film is clumsy and amateurish, Robert 
Allen Schnitzer |... creates a genuinely cerie spell. 
Variety 


Lc i Bennet Dane Brisebois) lives hail 
with her adoptive parents, Sheri (Sharon Farrell), а 
painter, and Miles (Edward Bell), a college professor. She 
mother, Andrea Fletcher 
(Ellen Barber), who has until recently been incarcerated 
Andrea is scouring the 
area looking for Janie, with the help of Jude (Richard 
whom she met whi 


ss no knowledge of her ге 


in а mental institution. Now fre 


Lynch), a circus employ e he too 
ler psychiatric supervision. When Janie visits the 
circus with her parents, Andrea and Jude spot her, and 
hatch a plan to snatch the girl from her bedroom and take 
yer with them to live in a broken-down house in the 


country. Andrea gains entry to the Bennet's house and 


єп Janie's bedroom. However, due to her mental 
instability. she ends up fleeing with only a doll. At the 
abandoned house, Andrea sinks into fantasy, until Jude 
can take no тоге. 
When Andrea's dead body is recovered from а lake, to. 
ich Sheri guides the police after seeing it in a vision, 
‘would seem to have passed, And yet 

is still reaching out for Janie, some force that 
ranscends death. Sheri sees terrifying visions, and after a 
supernatural reening off the 

aû, she wakes in hospital to be told that her daughter 
s disappeared from the crash site. Desperate for help, 
Sheri tums to Miles’s colleague, Jeena Kingsly (Chiitra 


tack on her car sends it 


ercomes his scepticism, a most unusual plan is hatched 
e parents. 
This bold and imaginative movie comes out of left 
id, with a tone and ambition that sets it apart from the 
vorm. The story of an unbalanced mother trying to take 
ack her daughter from the couple who adopted her is 
od plot for a horror. 
iis even stranger, Robert Allen Schnitzer 
gleefully adds telepathy and precog- 
a topic one would normally encounter in a 


to draw Janie back to her Tov 


hardly a hackne le, and to make 


who wrote 
s well as directed 
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The Premonition 


rationalist context, The acting is strong and assured, 
especially from Barber and Lynch, and Schnitzer's 
directing builds up some powerful suspense, dotted with 
genuinely startling shock moments 
The tale is told in a non-linear way, with information. 
ther piece by piece, and not always іп a way 
that makes immediate sense. The viewer has to work to 


patched to 


understand what's going on, and certain ambiguities are 
left to float for а while as other strands of the story 
dominate. АП of which adds up to a highly individual 
effort from Schnitzer, the quality of which makes you 
sorry that he never returned to the genre. If his ambition 
had outstripped his ability, this would have been 
something of a mess, but he brings skill and sensitivity to 
the storytelling, а firm hand to the technical aspects, and a 
aptitude for working with actors, Whatever your 

out the parapsy chological concepts Schnitzer 
raises, there's no doubting his sincerity and his 
imaginative involvement 
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Tn the hands of a more conservative director, the tale 
would concem a nice adoptive family being threatened by 


ine what kind of a 
| Schnitzer 


psychotic blood rel 


mess Adrian Lyne would make of it. Inse 


gives Andres and Jude first bí 
into protagonists deser 


ofthe cherry, making them 
of our interest and concern 
before going on о reveal what they're doing. The truth 
takes some time to emerge, and in that time we're allowed 
то imagine that they are perhaps simply devoted. If 
unconventional. parents of a missing daughter, The result 
of this strategy is that we cannot simply look upon Andrea 
and Jude as monsters. At times, the taut, neurotic Andrea 
and compressed, ticking-bomb Jude are more sympathe 
and compelling than the cosy but somewhat complacent 
family they're stalking. They are certainly terrifying at 
times, but we're always encouraged to view them with 
compassion. Schnitzer uses camera style to contrast the 
two couples: dialogue sequences between Andrea and Jude 
are filmed hand-held, conveying nervousness and urgency, 
While similar tvo-header shots of the Bennetts are more 
stable and restrained. 

Schnitzer’s film is about the bond of motherhood, to 
which even some sceptics are willing to attribute a quasi- 
‘mystical quality. Shen's psychic sensitivity and Andrea's 
supematural bond with her daughter are examples of 
"extreme motherhood’, and the battle that takes place for 
the child is all he more striking for its lack of conven- 
tional aggression. There's creepy scene early on at 
Jane's school, when Andrea watches through the school 
fence and tries, unsuccessfully, o speak to her estranged 
daughter, The camer moves from a shot of Andrea's 
fingertips poking through the wire fence to a diagonal 
angle revealing Andrea in her entirety, peering through. h's 
an uncanny effect, emphasising her desperation, and her 
desire to transgress barriers (including, ultimately, that of 
deat itself), Sheri sees this strange, agitated woman and 
without knowing why. feels unsettled. Perhaps she has had 
some prior knowledge of Andrea =a photo in a case file 
glimpsed at the adoption agency, for instance — but the 
film wastes lile time breeding such doubts, dispensing 
with ambivalence about the paranormal fairly carly on: it's 
clear that Sheri's heightened instinct goes beyond the 
realm of conventional psychology. 

їп a film with many great sequences, perhaps most 
powerful is the one in which Andrea, wearing heavy make- 
up and a red evening gown. enters the Bennett house and 
sneaks int Jane's bedroom. It's more than just creepy; is 
а first class piece of cinema. Schnitzer plays it quietly, 
‘without grandsanding but tension is powerfully conjured 
by the lighting, camera and acting. Because we've begun to 
understand just how unhinged Andrea is, the suspense is 
initially linked to fears for he child: The fact that 
everthing seems to go right for Andrea, as she slips into 
ihe house and past the sleeping Sheri, endows her with a 
kind of gliding invincibility ~ interestingly, many killers 
have referred to this sensation, of being propelled smoothly 
along on the wings of fortune. But Andrea, who is not a 
Killer, is undone by the perfection of what she secs = the 
lile girl asleep in her bed. Instead of taking Janie away. 
she lingers, cradling the sleepy child in her arms, siting 
there in the dark, soaking up this bif spell of happiness 
IDs a terribly sad and eerie moment Downstairs, Sheri 
wakes, and hearing an unaccustomed creaking from Jane's 
тооп, goes upstairs to find Andrea in the child's rocking 
chuir, clutching the sleeping Janie. After a brief, resonant 
silence, the two women figh, and this is where the tinder is 
at last alowed to bum, Ater shrieks and wild reactions 
from both women, Andrea runs out ofthe house, without 
Janie, taking only a doll 


It's an electrifying scene that draws on childhood fears 
(someone sneaking into your bedroom to abduct you), 
parental fears (failing to protect your child in the family 
home), and the forlom fantasies of displaced mothers 
(being an omsider in your child's ife). Schnitzer ultimately 
favours the adoptive parents, but this is a story where 
sympathy is open to all characters. Far from being a 
conservative fantasy about "responsible" parents versus 
irrational” or "crazy' parents, The Premonition demands 
nothing less than mind-expansion from the ‘good! family. 
In a sense, the nice, intelligent Bennetts most mee 
wounded, obsessive Andrea half-way. Miles is required to 
expand his rationalist understanding of the universe and 
embrace a new cosmological paradigm, and Sheri must 
engage with artistic creation far in excess of her own 
(rather mundane) painterly talents. The only painting by 
beri that we se, close up, is a portrait of her daughter. Ir 
blue and open and feminine but it lacks edge, something. 
Andrea certainly has (judging by the agile, modemist 
music she writes, and her difficult relationship with Jude). 
If Sheri wants her daughter Pack, she must match the 
passionate, complex Andrea: she must in some way enter 
Andrea's world. The fact that she does so 
ambiguous ending — is Sher still possessed 
won? = is even more intriguing: perhaps Andrea and 
Sheri have fused psychically, with Sheri providing the 
stability and Andrea the creativity? If so, The Premonition 
becomes an imaginative, unorthodox wish-fulfilment 
fantasy in which the writer constructs his ideal mother: a 
woman both nurturing and challenging. 

Richard Lynch, a sorely underused actor, is fantastic in 
the role of Jude. He brings a concentrated, unhistrionic 
danger to the role, and he's truly petrifying when he 
explodes, Schnitzer gives him a great intro scene: on a wet, 
overcast aftemoon, among the caravans of a rundown 
circus closed to the public, we sce him, unsmiling, doing 
dance exercises outside his caravan. As he dances he looks 
into the camera, while the music summons echoes of 
vaudeville long ago. Later we see him plying his trade as a 
mime: the accompanying circus tunes have a whimsical but 
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knowing quality redolent of the Beatles song ‘Maxwell's 
Silver Hammer’ or George Harrison's si 

"Piggies'. Twice during the film, Jude loses control, and 
Lynch's performance makes the hairs on the back of your 
neck stand up. He summons a pressurized, resonant tone. 
from deep in his chest, one that sounds virtually electronic 
(think Tim Buckley cirea Starsailor): it will haunt you long 
after the film is over. The cry ascends like a nuclear 
‘warning from inhuman oscillation to frenzied shriek. Jude 
is the only killer here, and normally he'd be the villain, 
pure and simple. Instead, even he is shown with love; 
indeed, love is what motivates him. He adores Andrea so 
‘much that he donates his every waking moment to her 
‘obsession. He only snaps when Andrea settles for less. 
Clutching a mere doll, she sinks into her delusion, and 
Jude, having staked all on their joint venture, is left high 
‘and dry: a psychotic who's bet his heart and lost. Richard 
Lynch is the sort of actor that David Lynch ought to seek 
ош, and after seeing The Premonition 1 found it hard to 
‘watch him in less demanding roles (e.g. Delta Fax or 
Deathsport): in their mundanity they seem disrespectful. 

The Premonition would have played very well in an all- 
night programme with Don? Look Now and The Broad, two 
‘other great films concerned with parapsychology, 
‘metaphysics, and the nature ofthe bond between parent 
and child. Like Don Look Now, the focus of attention here 
is a ‘missing’ girl (n this а case а living one), whose 
parents have to come to terms with а new vision of the 
universe if they want to be reunited. When Andrea is pulled 
from the lake in her red dress (a striking and melancholic 
image) the Don? Look Now echoes are undeniable. 
Likewise, although The Premonition may have been shot in 
Mississippi, the locations have the chilly bleakness of early 
Cronenberg: and as in The Brood, the expressive psychosis 
ofa possessive mother is contrasted with a decent but 
slightly bland (and in this ease adoptive) father. Miles, a 
lecturer on cosmology, is a sceptic when it comes to 
‘metaphysics. Ironically, during Sheri's diagnostic session 
with Jeena, Miles is lecturing to his students on black holes 
and the structure of spacetime: that is, a branch of 
theoretical physics which throws up untestable hypotheses 
just as bizarre as the paranormal ideas Jeena is expressing 
Less subtly, Schnitzer uses conversations between Miles 
and Jeena to shoehorn in some theoretical musings from 
the fringes of philosophy and Eastern religion: for instance, 
Miles says: "So what you're saving is that consciousness is 
more primordial than matte..." Meanwhile, Jeena sets up 
the bizare developments of the last reel by commenting, 

The clairvoyant reality ts totally rejected by science, and 
finds expression only in art, music and religion.” 

In the name of surprise, it's best to draw a veil over the 
later stages of the film = suffice to say there's a 
commitment to the poetic and illogical that would scarcely 
disgrace Dario Argento in his prime. That's not to suggest 
there's а motherlode of violence in the final reel, far from 
it, but there is a similarly heroe disregard for narrative 
plausibility. The Premonition may be just a little too. 
restrained for most fans of modem horror, and perhaps 
Schnitzer incorporates his metaphysical interesis a shade 
тоо earnestl in the dialogue at times, but there's а great 
deal to admire in this impressively unformulaic sleeper. It 
has ambition, imagination, and the power o linger in your 


ck's Messiah of Evil, deserves а far greater 
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Robert Allen = 


Schnitzer 
Interviewed 


‘bert Schnitzer, the Chairman and CEO of Califomia's 

New Age-oriented Oasis TV, was surprised when 1 
called bim up to discuss his 1975 horror movie The 
Premonition: “1 thought in the age of The Matrix and X 
Men it would be рап of the movie graveyard,” he laughs. 
I's easy to see how he could have formed this impression, 
since The Premonition has not really been accorded mush 
attention or admiration in cult fiim circles, despite it being, 
in my opinion, an unusual, intriguing and well-made horror 
tale, with few obvious similarities to other films of the дау. 
Stylistcally it's like а more mystc-friendly neighbour to the 
films of David Cronenberg: plot specifics di 
but the off-centre conception, with ideas hovering between 
science-fiction, horror and metaphysics, has а similar 
maverick sensibility throughout 

Rober Allen Schnitzer was bom in New York City in 
1950. He started making films at his high school, which was 
located on the border of Greenwich Village. It was the mid- 
sixties, and New York was humming with cultural activity. 
Schnitzer took a lively interest in the underground film 
scene, attending screenings by Warhol and Kenneth Anger: 
1 was really interested in what they were doing in film and 
| just picked up а camera when | was about seventeen; my 
father bought a Bolex 16mm at a junk shop. I called up a 
friend of mine who was a still photographer and said, "Do 
you know anything about making movies?” He said no, so 1 
said, “Well, 1 want 1o bring this thing over to you, let's leant 
how to use it and start making movies! So, after school and 
at weekends | would мап making these, 1 guess you would 
call them experimental, 161 We shot them on the 
streets of New York. 
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Schnitzer's first film was "n impressionistic love story 
called Kemal Equinax, a forty-minute 16mm piece which he 
wrote, produced and directed in 1967. It was sereeted at the 
famed Bleecker Street Theater in New York City, home of 
the avant-garde and host to the likes of Andy Warhol, Paul 
Morrissey, Jonas Mekas and Jack Smith. There was more 
excitement to come: Schnitzer was surprised and delighted 
when he received an invitation to enter the film at the 
Mannheim Film Festival in Germ: 
award arrived through the post — Schnitzer's spirits were 
boosted and his film career was off to а good star. “That 
really got my attention! I thought wow, my first film won an 
award in Europe! So | went to college, which had no film 
program, and 1 started the first filmmaking club there. We 
made films on campus, there was no teacher showing us 
how to do it, but having made films in high school 1 knew 
what to do.” 

Schnitzer directed two more projects at college: “I made 
a picture called Terminal Point in 1969, which was about 
hour long, shot in black-and-white, about a student who. 
stars to disintegrate mentally and has a series of psychotic 
and hallucinogenic experiences. About six years ago 1 dug 
up those reels of film and had them cleaned and rejuvenated 
and put into à temperature and humidity controlled facility. 
Unfortunately | never transfered them to video. I also did a 
short documentary called 4 Rumbling inthe Land, about the. 
anti-war movement, also in 1969." 

Schnitzer's opposition to the war in Vietnam was further 
expressed by a series of thiny-sccond anti-war "commer- 
cials” which played at the prestigious Walter Reade cinema. 
chain in Manhattan." The clips were shown before the main 
film, as Schnitzer explains: "I gave them 35mm prints and 
"hey stuck them on like a trailer to their movies, so for 
about a month these four thity-second commercials were 

hout Manhattan in movie theatres." 
tor James Bryan in California, Schnitzer. 
identified with the substance of he hippie revolt of the late 
19605: “1 guess 1 was а hippie, so to speak — 1 never thought 


about myself as such, but as time went on and I ook buck, 1 
think well yes, I wore the beads and the jeans, I went on the 
marches, 1 felt that war was already obsolete and that there 
was a better way, Around that time 1 also got involved in 
what would now be called the "New Age" movement; felt 
that this thing we сай reality js а mindset and that there are 
‘other levels and other realities and other universes existing 
at the same time; and that everything is а function of 
consciousness, and so I became increasingly frustrated with 
going to college. Initially I lived on campus making these 
films, but found myself going into Manhattan more and 
more, until ultimately 1 dropped out in the early seventies to 
‘make what became my first feature film, Rebel, which was 
a reflection of where 1 was at the time.” 

Rebel, made in 1972, is the story of an anti-war activist 
called Jerry Savage (Sylvester Stallone) who falls in love 
with a lower child, Laurie Fisher (Rebecca Grimes). She 
feels that the only answer to war is love, whilst he favours 
direct violent action. After trying and failing to see Laurie's 
point of view, Jerry joins a cell of the terrorist group The 
‘Weathermen, who are planning to blow up a New York 
skyscraper: However, unbeknownst to him, an undercover 
FBI agent is about to spoil the bombers’ fun. A flm. 
‘exposition of the dilemma expressed in John Lennon's 
Beatles song "Revolution 1°: "Bur when you talk abou 
destruction Don you know you сап count me ош (in, it 
was made just before Stallone starred in The Lands of 
Flatbush (1974)2 Schnitzer recalls: “It was his first starring 
role, He was one of about four hundred people we 
interviewed. 1 made that film — it was originally called No 
Place to Hide — in 1972, then, because it took a while to 
finish, we ran out of money and it stayed in my refrigerator 
fora year while 1 raised the finishing money. Finally in 
1975, when Rocky was about to come out, I thought gee, 
well instead of No Place to Hide why don't we eal it Rebel, 
you know, to reflect the individual star more. Then Rebel 
was able to get distributed and sold. 


Making The Premonition 


Schnitzer's next film, The Premonition (1975), marks a shift 
from the political to the personal, being concemed primarily 
with the mystery of human consciousness. A strange and 
unsettling tale, it seems to spring partly from the arguments. 
‘of Laurie in Rebel, who is more concerned with persuading 
Jerry to examine his aura than in helping him blow up a 
‘corrupt capitalist system. Schnitzer was deeply affected by 
the work of Timothy Leary the ex-Harvard professor whose 
adoration of the LSD experience led him to become both a 
political radical and a believer in dropping out of the system 
то pursue spiritual enlightenment. The Premonition tums 
away from polities to explore family identity, the spirit 
world, and psychic sensitivity. 

Jost as he had done with Rebel, Schnitzer raised the 
money for The Premonition independently, However, his 
lime there was greater security than usual for an independent 
production, thanks to Aveo Embassy Pictures, who entered 
into a distribution deal with Schnitzer just before the film 
was shot, after seeing the script and budget proposal. The 
Premonition was to be a non-union film, something that 
‘Aveo Embassy could not be seen to condone. Therefore the 
film was not taken onboard as part of their production slate, 
but rather was bought as а finished negative after the 
‘completion of he film: a deal known in the industry as a 
“negative pickup’. Aveo guaranteed a distribution and 
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promotion budget of $500,000, as long as the film stuck 
reasonably to the proposal, and so Schnitzer was able to 
shoot knowing that as long as he kept the film on the right 
track, a well-supported national rel 

He decided to shoot in the state of Mississippi, where 
local authorities had a generous attitude toward visiting film 
crews. Mississippi came out on top because hotel accommo- 
dation was cheap, the fre department provided their fire 
hoses for rain scenes, sales taxes wer 


waived, and location 
clearance was easy to obtain. "Mississippi was also what 
was called a ‘right to Work’ tate,” adds Schnitzer, "and on 
ош budget there was no way we could have shot it with a 


union crew, so we were able to bring non-union people 
down there and legally work on the film without having to 
pay overtime and weekends and so forth 

So what drew Schnitzer to the subject of the movie? “It 
was a definite outgrowth of my interest in the paranormal. 


Anthony Mahon came to me with а script named The 
Adoption. {read that and the psychic elements resonated 
with me, so with Mahon 1 went through the usual dozen 
rewrites. Then Louis Pastore did what's called additional 
dialogue, so the script was about ninety percent done. The 
contributions were probably forty five percent Mahon, forty 
e percent me, and ten percent Louis Pastore. He did the 
polish, The title when we were shooting was Turtle Heaven: 
during the kidnapping attempt there's a fight and the child's 
pet turtle dies. They bury the turtle and the little girl says “Is 
"ere a heaven for turtles?" and the foster mother says, 


There's a heaven for each of us. But Аксо Embassy 
thought that Turtle Heaven was not the 
world. I've come to wish we kept that title because its so 


much more unique, it creates a d 
"o The Premonition which is very abstract.” 
The Premonition is constructed obliquely, so that we 
must constantly strive to piece together clues and implica 
У how itis in the psychic world; says 
Schnitzer, "things are hinted at. 1 remember 1 wanted the 
1 like a dream, 
the violence off-screen. | was а student of Greek theatre at 
the time and 1 liked the idea that things were kept offscreen 
and in your imagination.” 
Prominent in the cast is Richard Lynch, an idiosyn- 


nite image, as opposed 


tions. “Tha 


was the idea. We kept a lot of 


cratic actor who has been somewhat underappreciated, and 
understretehed, although he worked like а do 
the seventies, eighties and nineties. Schnitzer agrees that 
Lynch had something special although working with him 
was not without its difficulties. “Well, Гус worked in 

‘Oh he 
was a pleasure to work with, he's a terrific actor and Га 
‘work with him again.” In truth, he was а great actor, but be 
was going through an emotional period in his life so we 
had to work around that. There were rumours that he had 
set himself on fire. I 


throughout 


Hollywood where the standard answer is always, 


ever was able to get а straight 


answer from him on that. There were rumours he did it as 
а protest against the war, that he just went nuts and did it 
to himself, but 1 leamed on Rebel that a director sometimes 
has to be very tough and not take gruff from actors, and 
So... there were times, being a sensitive actor, which he 
was, that 1 would have to lay down the law and give him 
very strong direction. But that comes with the territory. 
Actors are artists and artists are temperamental. Н took a 
toll on me though. 

Editing and post-production were conducted back in 
New York. Aveo Embassy made good on their guarantee to 
spend half a million dollars on distribution, prints and 
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adverising. The agreement was for the movie to open in at 
least ten cities, from a list including the major population 
centres, like New York, Los Angeles and Chicago. Schnitzer 
lent his hand to the pump, taking part in promotional 

activity across the Mid-West: 
do publicity far the film around the 


Aveo put me on the road to 
That was fun; it went on for about three weeks, it was very 
enjoyable. I got the inside look on how a movie gets 
‘opened, the relationship between distribution and exhibition. 
1 remember in Des Moines, lowa, and there was 
‘only one limo company in the city and that company was 


he recalls. 


also the funeral parlour. АП the limos were taken and all 


they had was a hearse! 
The Premonition was a moderate success (making the 

Variety top 50 films for a week or two), and so Schnitzer 

moved to Los Angeles to further his career. However, he 

soon discovered that havin 

circulation was not 


g a successful movie in 
sf further opportu- 
"Unless you have an absolute blockbuster, it's like 


itself a guarant 


aning again from the 
York it might have worked out better because my reputation 
and contacts were there, and New York is itself a media 
‘entre, but wanted to try something different and L.A, was 
the film capital of the world. 


ning. Had I stayed in New 


Hollywood, and Beyon 


With the hoped-for follow-up movie deal proving elusive, 
Schnitzer moved across to television, taking an intemship 
with Steven Bochco, soon-to-be producer of the classic Hill 
Street Blues series. It was 1976, and Bochco was working 
опа show for U 
starring Judd Hirsch and Charles Haid that some have seen 
as a precursor o Hill ите! Blues. Schnitzer tracked the. 
production, observing the first season with a view to 
working as director on the second. But the series was pulled 
ised. "I had m 
it anyway." Schnitzer says, "because it was so much like a 


versal called Delvecchio, a police drama 


and the job never mat 


«ed feelings about 


ctory, a totally different world. 1 saw up close the 
pressures that the producers had with the networks and the 
studio, having to answer to the man 
television ete. When it fell through I decided to stick to 
things that had something of myself in them. 1 began a long 
period of developing properties, some writen by me and 
others based on scripts by others.” It was а fallow period in 
terms of screen credits, but the work was not without 
financial compensations: "That went on for nine years or so. 
The old joke was the producers with the fancier cars were 
ind he ones that had 
the old bangers clunking along are the ones who actually 


the ones who never got films mad 


yt movies made but didn't make any money on them!” 
Schnitzer's experiences on his third feature film, 
Kandyland (1986), were in stark contrast to the relaxed 
working experience he'd enjoyed on The Premonition, and 
acutely at odds with the frothy, lighthearted slant of the 
‘material. The producers, Roger Corman's New World 
Pictures, were a constant thom in the director's side, 
insisting on interfering and second-guessing, criticising and 
obstructing the embattled director." raised the money 
independently, and had a similar deal to Premonition, this 
ime with New World. Even though again this was a 
negative pickup, they were more involved, they showed up 


оп the set, and we did get more 
pauses: “Yes, that's а euphemism! It was brutal, in fac. For 
about a week | was fighting for my job. They wanted a 


dance” from them." He 


SE sors st Arareo begn afer me 


harder edge. 1 saw this as a love story set against a night- 
club, with music and dance, and they saw it more as a sex 
film and wanted more nudity. 1 would get these three- or 
four-page memos every day. based on their watching the 
dailies. | was working twenty two hours a day and instead 
of getting support from them 1 felt was getting nothing but 
criticism. But 1 came through it, on budget and on schedule. 
Tt came out alright, а few more breasts than 1 was intending, 
but it was very well reviewed in the trade papers and the 
cities where it played." 

‘Kandyland may have reached the screen alright, but 
Schnitzer found the experience so gruelling and unpleasant 
that he hasn't produced or directed a movie since: “After 
‘Kandyland 1 didn’t want to direct anymore because the 
stress was just unbearable, 1 decided it wasn't worth it. Ater 
we finished shooting. for about a week when I woke up in 
the morning, instead of waking slowly and gradually my 
‘eyes would pop open with my heart beating rapidly. 1 would 
Jook at the time, it might be about eight in the moming, and 
1 would jump up out of bed and run to the closet, and it 
would be two or three minutes before I realised, hang оп, 
we're not shooting any more, we wrapped. I'm not Tate, I 
don't have to be on the set at five or six!” 

For about six or seven years, Schnitzer acted as 
producer's representative, helping to package scripts. Не 
‘made a good living, but felt unfulfilled at a deeper level. It 
all came to a head towards the end of 1996, leading to a 
major revision of his life and work: “Even when 1 made a 
deal on a project — and some deals did get made — 1 just 
wasn’t fulfilled as a person, | wasn't enjoying my relation- 
ships in the Hollywood community | had a lot of so-called 
friends in there but they were really just business relation- 
ships. So I sub-leased my office in Beverly Hills, except 
for one little room which 1 Kept for myself. 1 let everybody 
go, | gave myself ninety days to figure out what to do with 
the rest of my life. 1 said I'm gonna be open to everything: 
I'll go back to school, ГИ become a doctor, ГИ become a 

ra farmer, anything. | wanted to finally give myself 

anything and everything else that 
was out there. Afer tiny days it occurred to me that what 
1 should do is combine my media experience with my 
personal interests. 1 started a cable TV network called 
Body-Mind-Spirit, which is the new phraseology for what 
used to be called New Age. At college, 1 had started 
getting interested in Eastern philosophy, I read the works 
of Alan Watts, Timothy Leary, I actually met someone 1 
later found ош was working for the government on 
campus at the time, doing research on mind-altering drugs, 

nd 1 became an aficionado of that whole area. I took acid, 
1 would have to say minimally. Enough to find out what it 
was all about, then gave it up after that. An educational 
experience, I found out that reality as we know it is based 
оп subjective consciousness. The thing that sustains life 
and this thing we call reality is ove, and we are evolving 
creatures, 1 never joined any group or organisation, and | 
never practised any one thing. In fact the very thing that 
people use to put down New Age ideas, diletantism, so to 
speak, to me that’s the strength of inki 
that one path is better than another, leads to animosity 
and antagonism, and to what we see going on today with 

ligious fundamentalism. Since 1 started Oasis ТУ, one 
of the most disappointing things 1 discovered was that 
once you get a guru of some sort, or join any exclusive: 
thinking community, you're subject o the same nonsense 
that afflicts more orthodox mainstream religions. 


With Buddhists, one sect is at war with another; and ev 

in India, the very role model for Easter spirituality, the 

Buddhists are killing the Hindus and the Hindus are killing 

the Buddhists! So 1 think the answer is this so-called 

diletantism. Borrow, examine, and make your own mind 

up. Never sign up for anything. I feel weird signing up for 
mailing list! 

Bearing in mind that the New Age movement has 
frequently been criticised for woolliness and an inability to 
find a role for "negatives, except to deny them or sweep 
them under the carpet, 1 suggest to Schnitzer that these 
antagonisms are hard-wired, an inescapable part of the 
human animal: “1 definitely see there's а duality ~ you can't 
have light without dark. And I also realise that we're to a 
large extent members of the animal kingdom, and animals 
are sometimes aggressive when it comes to their own 
domain. But I think that’s the beauty of spirituality and 
‘evolving consciousness, that we ean move away from that.” 

Robert Schritzer's arguments for the rejection of dogma 
‘carry more weight now than ever, even if Oasis TV's rolling 
menu of Tibetan healing, personal growth therapy, toddler's 
yoga lessons and David Icke can seem like a mystics Tower 
of Babel. Schnitzer struck me as a decent and unpretentious 
тап in our (admittedly brief) conversations; neither soft in 
the head nor nurturing some new intransigence under cover 
ofa “global consciousness" MacGuffin. Although the long- 
term benefits of New Age diletantism, if any, ме yet to be 
seen, anyone who sets out to provide alternatives to the 
power of orthodox 


Premonition, with its story of the living reaching an 
understanding with the angry dead, there's а role for an 
exploration of humankind’s dark corridors along the way. 


1 The dong established Waller Reade chain of cinemas was 
ought by Cineplex, allied to MCA nivel, in 1986, The last 
remaining Walter Reade Cinema in New York i located in The 
Lincoln Center, and continues to represent the more experimental 
amd diverse cinemas of the word 


2 Schnitzer: "I'm a tremendous fan of John Lennon, I wasin New 
York the day he died. andas soon as I heard what happened dropped 
what Iwas doing and I went to The Dakota in the rain and joined the 
mourners there. He was a very unique soul on this plane 


ROBERT ALLEN SCHNITZER: 
FILMOGRAPHY AS DIRECTOR 
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Spawn of 
Venice Beach 


Stephen Traxler on Slithis 


Spawn of the Stithis (1977) 


Afer sos tn tinci айкыш 
{journalism instructor living in Venice Beach, Los 
Angeles, visits a crime scene where a local couple have 
heen murdered, and finds strange organic matter, He hands 
it on to a zoologist friend, Dr. John (С. Clair) who 
identifies it as a piece of marine exoskeleton mixed with 
'Slithis’, a protoplasmic substance discovered in the wake 
‘of a nuclear accident several years ago. Connors's girlfriend 
Jeff (sic) Judy Motulsky) wams 
but he ignores her. On the night of another slay 
beach bum (Rocky Fumareli) sees something come out of 
the sea. Connors speaks to the man, and approaches the 
police with his suspicions that some sort of marine creature 
ts involved, but they're convinced the deaths are the work 
ога "mutilation cult and dismiss his findings. Connors 
strikes up a friendship with а local sailor, Chris Alexander 
(Mello Alexandria) and persuades him to take his boat out 
to sea to draw soil samples from the seabed. Connors and 
Dr, John also close off the canal from the incoming tide, 
‘thus blocking the Slithis creature's entry to the Venice 
Beach area. Instead the monster tums its 
nearby Marina del Rey, savagely killing a sleazy boat- 
ind his ingénue pick-up (Steven J. Hoag and Wendy 

Rastattar), An attempt to rap and Kill the creature on Jan 
fails, and Connors heads off to sea with Alexander and his 
crew, where they must battle with the enraged mutation. 

This affectionate pastiche of fiiis monster movies was 
the industry calling card of Stephen Traxler, a director- 
tumed-producer determined to make his mark via the horror 
genre. Complete with scientific gobbledegook about ‘living 
mud" ("Ut is organic, here по doubt about that; but ИУ 
‘also inorganic") it transplants the man-in-a-rubber 
likes of The Monster of Piedras Blancas into the seventies, 
like a prehistoric fish found alive in modem waters. Ву 
having his creature stalk L.A.'s Venice Beach (an area best 
known for its bohemian community and cheap accomo- 
dation), Traxler benefits from an interesting, untypical 
backdrop, and though the movie maybe lacks the pace that 
would ensure a wider cult following he nevertheless 
conjures some pleasingly bloody moments. To cap it off, t 


sentions to the 


Spawn of Venice Beach 


"litis! itself boasts one of he most charmingly ugly mugs 
of monsterdom — а vital consideration for such movies, 
"which operate like beauty contests in reverse. 

I'm not altogether fond of genre rewo-itis, but ‘Traxler 
spices things up with some gory wrestling between man 
and beast that would have had fifties kids choking on their 
popcom. The “explanation” for the creature's existence may 
have its roots in fifties atomic paranoia — a nuclear 
radiation spill — but when you consider the Three Mile 
Island incident happened just two years ater, Trax 
is hardly anachronistic. And as well as йз numerous fifties 
references, Slithis also borrows from Jaws, as the leading 
man, in а Paul Michael Glaser woolly cardigan, takes to the 
waves with a salty old Jamaican seadog, Mello Alexandria, 
tw catch a monster the authorities deny exists, 

A detail which is ether hilarious or irritating. depending 
оп your mood, is the way the monster sees the world through. 
the neck ofa bottle; and 1 don't mean he's a heavy drinker. 
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d ty STEPHEN TRAXLER and PAUL FABIAN Wntten эла Directed by STEPHEN TRAILER, 


эч gor гє те bergan Who could rest 
жез 


Someone decided it would suffice to attach what looks for 
All the world like а coke bottle to the camera lens for the 
monster's РО. The film does at least nod to the audience 
regarding its own absurdity. (After hearing Dr. John's theory 
‘of the formation of complex life from irradiated sit, Connors 
says, "Ой sune - by combining organie matter, а ltl bit of 
bacteria and substituting the pressure of а million years of 
environmental change with a dose of radioactivity") There's 
also a brief dip into the transient population of a run-down 
‘Venice Beach that anticipates Traxler's only other directorial 
credit, Sam Churchill: Search for a Homeless Man (1999), 
On the downside, the film is hampered by too many 


his way with dialogue has an "untransmitted TV pilot” 
‘quality that eludes your attention. He and his similarly 
unimpressive girlfriend, played by Judy Morulsky, squash. 
‘the fun out of their scenes together. Sis spends too much 
time indoors with these two, and given the "PG'-level 
production, there's nothing doing in the bedroom either. 
Their drawn-out conversations have no other function than 
to pad the running time between glimpses ofthe monster. 
Mr's left to the supporting east, es ikeable 
Alexandria, to try and lift the although 
Alejandro Voss as the Police Chief perhaps goes a bit too far 
in the opposite direction, tuming in an eye-rolling caricature 
that even Police Academy fans would find a touch broad. 

Spawn of the Slithis was made by a Vietnam veteran 
who fought through some of the most violent days of the 
conflict, which perhaps explains why he chose to focus on 
the gentler "horrors" of a bygone ега, drawing on the einem: 
‘of his childhood rather than the contemporary horrors of, 
say, Bob Clark's Deathdream. Not every ex-soldier is going 
to want to revisit their worst memories on film, despite Tom 
Savini’s example. (Savini, who'd been a combat photog- 
rapher in Vietnam, built a career as arguably the foremost 
purveyor of realistic grue in the business.) Nevertheless — 
‘without wanting to overburden the film - perhaps Н 
alliance between Blanchard's white-bread hero and 
Alexandria's black sailor (not a typical plot development in 

fies monster movies) reflects the way friendships. 
developed between black and white soldiers in the pressure- 
cooker of Vietnam warfare. 

Spawn of the Slithis may not be the most sophisticated 
film in this book, but it went down a treat with kids at the 
time, and inspired a much-loved promotional campaign that 
probably wedged itself in the audience's minds as much as 
the movie itself, as Traxler now recalls: 


Stephen 


Traxler 
Interviewed 


tephen Traxler was born in San Francisco in December, 

1945 and raised, from the age of four, in the San 
Fernando Valley, Los Angeles. His first brush with the 
power of cinema came when he saw a re-issue of The 
Wizard of Oz with his grandmother: "Those damn monkeys 
scared the hell out of me,” he laughs. "As a Kid T went to 
the movies whenever possible, The local theatre had 
Saturday matinee that 1 attended religiously, Cartoons, 
comedies and all the sci-fi and horror films, including re- 
issues of forties serials." The Traslers couldn't afford а film 
camera for their young movie fanatic, but they did have a 
Brownie (a simple, inexpensive still camera). “In our 
backyard I'd put together a set and place little action figures 
(army men, cavemen and dinosaurs, cowboys and indians) 
in various positions, usually conflict of some kind, and find 
interesting angles to photograph the scene,” Traxler 
remembers. "Ultimately I'd have а storyboard, al 
didn't realise it at the time. 

His career in the movie industry began while he was 
still in high school, when he got а role in a TV commercial 
“A friend of mine was one of the original "Mousketeers — 
his mother liked me a great deal and helped me get into the 
business. When I eft school | worked in films as an exta. 

1 also had an extremely short and undistinguished carcer as 
ıa Grip: 1 think 1 lasted three days at Paramount.” Traxler's 
ambitions were ultimately to write, produce and direct his 
‘own work: “I always enjoyed writing as a Kid.” he explains. 
wrote my first screenplay when 1 was in my tens. It was 


nigh 1 


a horror story having to do with native Americans, a shaman 
curs, an unscrupulous developer despoling the land in a 
sacred place and a horrible creature summoned from the 
spirit. It sounds terribly clichéd but it was way ahead of its 
time, We saw several of those done some years later 

These nascent ambitions were put on hold, however, 
when Traxler got drafted to serve in the infantry in Viet 
during the initial ‘big build-up’ of February 1966. It was, by 
most accounts, the nastiest part of the war before the Tet 
Offensive їп 1968. “1 was trained as an airbome infantry- 
man (did jump school at Fort Benning. Georgia) but was 
placed in a mechanized infantry unit once 1 arrived in 
country" Traxler recalls. “I served in “В” Company of the 
1/5 mechanized infantry of the 25th Infantry Division. We 
were located in Cu Chi and our area of operations included 
the Viet Cong strongholds of the Bo Loi Woods, the Ho Bo 
Woods and the Michelin Rubber Plantation, plus the Tay 
Ninh Province, This area was hot, hot, hot. was a Forward 
Observer with a mortar platoon — this was a rather hairy 
position and volunteer only. I did a night ambush about 
every third night, when we were in the jungle — which was 
most of the time, 1 made the rank of Sgt Е-5, a three striper 
if you're into old war movies, During my thirteen months in 
combat 1 received several Unit Citations, the Bronze Star, 
the Purple Heart and various medals for various reasons. 
Our unit saw а great deal of action but there was always a 
lot of hurry-up-an 4 terror and 80% boredom, as 
someone once saîd.” 

Traxler made it back home in one piece in November of 
1967, and resumed his college studies, majoring in film and 
broadcasting. “After 1 graduated from college | moved to a 
beautiful ski area.” he recalls. "Going from high school to 


Nightmare USA 


Vietnam to college, I needed a break. I spent several years 
there and at the close of one season | was racing and broke 
very severely moved hack to L.A. and lived with 


a girlfriend on one of the 


myle 
anals in Venice, California. I was 

had plenty of time to 

contemplate the arca and its funky surroundings. It was then 


ín a full leg cast for a year, so 


that I thought about doing a modern sci-fiherror film with 
roots in the fifties radioactive monster genre. Kind ofa 


'ereature from the green canal thing. 


The Spawning of Slithis 


Without а real apprenticeship or contacts in the film studios, 
Traxler knew that Бе was to realise his dream of 
becoming a producer and director he would have to strike 
‘out on his own, as an independent. "took my completed 
script to a friend, Paul Fabian, who also worked in the 
business, and suggested that we partner up. 

Fabian 

manager on the film. 


he recalls 
eed, and became co-producer and production 


"The key was to do the picture for a 
very low-ball number, an amount that we might be able to 
secure ourselves from private money. We came up with 
510000, then we worked backward with our budget to 
make the project fit that number. With a budget in hand. 
along with a slide show of potenti 


atmospheric locations, 
an illustration of the monster, ete., we started giving a series 
of presentations, lookin 


for investors. The traditional dog 
and pony show, Southern California was undergoing a real 
estate boom at the time and a lot of young people 

especially in Orange County, had some money to play with. 


We concentrated on that area and came up with four 
10,000 investors. 

That still left sixty thousand dollars. Finally, against all 
advice, Traxler advertised in the Daily Variety and, much to 
his surprise, got a phone call. "In g 
solicited investors in trade papers didn't have much luck, 


eneral, people who 
he explains, "The advice was to save your time and money 
‘cause it ain't gonna happen. In my case, it did.” The call 
was from an Towa theatre exhibitor called Dick Davis, 
who'd recently invested in а low-budget picture called The 
Hazing (aka The Curious Case of the Campus Corpse), 
directed by Douglas Curtis 1977. “He'd read my ad and 
wanted to talk about the project,” says Traxler: 

together, along with a production manager he'd used on his 
last film. As luck would have И the production man 

knew Robert Caramico, the director of photography | 
planned to use 


‘We got 


the fastest cameraman in the business and 
the only one he felt could allow me to complete the picture 
in my twelve day shooting schedule 

After some discussion, Davis agreed to chip in the 
‘other $60,000. For this investment, however, he also 
wanted distribution rights, "I was desperate," Traxler 

зо I immediately agreed and we had а deal, Since 

‘our deals with the other investors were about to run ош, 


admits, 


же didn't have much choice. Also, since my partner and I 
owned 50% of the film and I personally owned remake 
ghis, we felt we were adequately covered, We 
knew embarrassingly little about distribution; it was 
always а murky area. Quite intentionally kept that way, 1 
imagine, by the distributors, 

Also involved, although not as an investor, was another 
Mid-West exhibitor ca 
partner of Davis's 
was the quieter of the two,” says Traxler, "whereas Davis 
was a small man and often loud and obnoxious. He boasted 


Ned Robert Fridley. an occasional 


“Fridley owned a chain of theatres and 


Spawn of Venice Beach 


of his friendship with Mickey Rooney and apparently was a 
financial backer in a dinner show that Rooney starred in. He 
used to laugh loudly and say "Let's be friends now "cause 

the fuckin’ comes later" Prophetic words for Paul Fabian, 
myself and our other investors. Davis and his sons made 
some real money by owning a number of adult theatres in 

Midwestern sta 
these rural 


several tes. He ca 


the farm folks in 
as and used to say his success could be 
judged by the number of pick-up trucks in the theatre 
parking lot. There were no Pussycat Thea 
and this was before pom went directly to video. He also 


owned several drive-in theatres and later tumed the large 


sites into shopping malls. Unfortunately for Bob Fridley, he 


had по money in his. Davis said he gave him the 


‘opportunity but Bob declined to invest - 1 don't know this 


fora fact. | was later told by Davis that The Hazing was а 
financial failure and his and Fridley s investment was lost 

Traxler's cinematographer, Robert Caramico, was an 
experienced professional whose career began, less than 
promisingly, with Edward D. Wood's go-go-fest Orgy of the 
Dead in 1965. He went on to altemate respectable gigs 
shooting The Waltons, Lou Grant and Dallas with movies 
like Octaman (1971), Boss Nigger (1975) and The Happy 
Hooker Goes to Washington (1977). He also rose to the 
occasion for more demanding and creative jobs, such as 
Richard Blackburn's poetic reverie Lemora: A Childs Tale 
of he Supernatural, and Tobe Hooper's hallucinatory Death 
Trap (aka Eaten Alive, 1976). "Bob Caramico and 1 met 
‘through а sound mixer that 1 was working with at 20th 
Century Fox," Traxler relates. "Bob and | got together, we 
got along well, he said he'd do Slithis if we secured the 

and that was it. Bob Caramico is the only reason 


financi 
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my partner and 1 completed this picture on time and on 
budget He may be the only reason we completed the 
picture at all, Bob was a genius. He ran his guys hard (small 
crew of grips and electricians) and treated them tough, but 
they worshipped him. Soon after my film Bob went legit 
and basically did union work for the rest of his career. Paul 
and I visited him on the set of the Lou Grant TV show - 
was the last time 1 saw him"! 

‘Shooting at the Venice locations began in the spring of 
1977, for twelve days: “Seven of those were actually nights 
and three were on the water, in and around the Marina del 
Rey." Traxler explains, "The first day of filming was the 
interior of our hero's apartment. It was the place where I'd 
stayed while my broken leg was healing and the place where 
Т writen the screenplay. The locations were as important 
as the cast, maybe more so. Venice and the Marina were 
extremely photogenic: before the area was as genrified as it 
is today. This was my production value, and my partner Paul 
and I spent a lot of time finding the most atmospheric 
location sites possible. There was no studio - every 
was filmed at practical locations, You should see some of 
the cool places that we filmed but didn't end up in the 
‘movie. Because of the canals and overall ambience, Venice 
was absolutely unique and totally conducive to the sory” 

A classic ^nan-in--rübber-sui monster flick, Sis 
most clearly resembles Irv Berwickcs Creature from the 
Black Lagoon knock-off The Monster of Piedras Blancas 

‘on Berwick). "The monster suit was beautiful - 
laughs Traxler. “It was designed and 
constructed by the artist Catherine Deeter and her staff. who- 
had absolutely no experience in costumes of this type. I 
locked terrific but was totally impractical. Catherine had a 
stall studio connected to her place in the Hollywood 
foothills. 1 believe she was a fine artist (who worked in a 
variety of mediums) and a designer. 1 cannot, for the lie of 
‘me, remember how we got turned onto ber. | don't think she. 
continued а career in film. The Stithis experience had a way 
‘of doing that to people! Once Win Condict a fiend of 
mine who was а great water man and all-round athlete — 
was in the suit, it literally had to be sewed up, then glued 
shut with rubber cement. It took a ong time to get him in 
and even longer to get him out (for fear of damaging the. 
thing). When we filmed, Win would be in the suit for hours 
Extraction for a pee was not an option." 

Rather like the fifties movies Traxler drew upon, no one 
really shines їп the acting department. Traxler remarks, 
“Alan Blanchard the lead, was a nice young guy, a litle 
bland but thats just what 1 was looking for. 1 wanted him to 
be the normal-Norman type who aspires to something more 
and suddenly finds himself în the middle of events he 
doesn't understand and can't control. Judy Motulsky was 
attractive and smart. | wanted her to play the girlfriend who 
was slightly irritating. The character was happy with where 
she was at and didn't understand why her boyfriend didn't 
feel the same way: Some have said she comes across as 
annoying = shame on me but that's what 1 wanted. Mello 
Alexandri was terrific as the Jamaican seaman that became 
pivotal to the adventure. That's his real accent. 1 had not 
‘originally planned on that character being black but 1 knew 
Mello and suddenly 1 couldn't see it any other way. It was 
lucky. Mello brought in а huge black audience. The film 
played to sell-out crowds at the Adams Theater in Detroit 
for three weeks in a row (at the time 1 was told that it was 
‘the largest black house ín America). The film has been 
accused of having six kinds of had acting. These were very 


inexperienced actors (it was a non-Sereen Actors Guild 
soot) being led by a totally inexperienced director: Under. 
the circumstances 1 feel they ай did a great job.” 

Traxler vividly recalls the excitement and exhaustion of 
bis first time behind the camera: “Directing the film was a 
trip, Initially, even though I'd worked on film sets for years, 
1 was terrified. That lasted about half a day because fear 
was a luxury I couldn't afford, We had a very ambitious 
schedule a lt of locations, inexperienced personnel in 
almost every position and no money. There was virtually no 
room for eror. 1 was determined, in the look and feel of the 
fiim, to make the lack of money work for us instead of 
against us. Luckily, all the preparation time had paid off 
Things moved so fast that we moved by instinct. The post- 
production went on forever because our editor, Robert Ross, 
was a buddy, working for me for almost nothing, who had a 
day job as an assistant editor at Universal. He'd come to our 
office (the production office had tumed into our editorial 
space) after working all day at the studio, He was usually 
beat to death and would work on our film for only a couple 
of hours before he faded. During the day I'd do the clean-up 
work and continue to carefully cut the film on our Moviola. 
li was а horrible experience that went on for months and 
months. We had so little money that we would get bumped 
atthe lab (their TV cliens took precedence over our low- 
budget deal), and almost everywhere else. Our post sound. 
was done by Bill Shippy, who had a studio in his home. Our. 
music was done by Steve Zuckerman who hired ten 
‘musicians, rented the music room at the local junior college 
and recorded the entire score in half a day” 

"Зы was conceived as a kid-friendly “PG rated 
film, although the occasional bursts of violence caused а 
few headaches when it came time to submit the film to 
the MPAA: “Ош original rating was the equivalent of 
today’s *R’, which was unacceptable. We went back 
twice, cutting more and more shock and violence, until 
we were given a PG" rating. Then we went back to the 
editing room, put some of the deleted material back in, 
and had the negative cut 


On the Stithis Trail 


їп 1978, with the film now completed, Dick Davis showed 
it around the more established minor distributors, including 
AIP and Crown Intemational: “Truthfully, the picture was 
not very good so no one felt compelled to pick it up.” 
Traxler says. "Also, the other companies already had their 
lates of summer release films. Essentially we were told that 
there were no bookings available that summer for our 
picture. So, to his credit, Davis determined to release the 
film himself: He did this through a number of sub-distrib- 
‘tors that then existed throughout the country. A sub would 
‘take a lm and release it regionally. One sub (Crest Films 
for example) distributed only in Los Angeles, while another 
might release in a portion of a state or in several states 
(depending on the number of theatres) 1 believe Davis used 
twelve to sixteen subs to distribute Sii countrywide. He 
originally ordered less than a hundred prints — that was the 
deal with going through subs. The flm played fora week or 
two in one region and then the prints were shipped to the 
‘next sub-distributor, unlike major releases of today where a 
film opens in 2,500 screens or more across the country, all 
оо the same day. Davis started the release in the Mid-West, 
‘where he had connections with other exhibitors: Des 
Moines, Iowa, Omaha, Nebraska, Kansas City, Kansas." 


Nightmare USA 


‘Traxler put his shoulder to the wheel, travelling the 
Mid-West bergs to promote the movie locally: “I was 
employed at about $300 per week to go to these garden 
spots, make personal appearances with the creature and 
occasionally show up on local TV or radio for interviews. 

1 remember sharing a couch with the guy who did the farm 
report on "Good Morning Omaha’. И was pretty wacky but 
a lot of fun, und the picture played to amazing business 
Held over for two or three weeks in many theatres, sold- 
ош houses and drive-ins. Our old-fashioned marketing 
‘wally worked. And as word of mouth of our picture's 
success spread, and the majority of films on the other 
independent producers slates went in the crapper, there 
was more and more interest in our film. Sithis broke onto 
the weekly Variety Top Fifty films in the nation at 
something like number fourteen. This was absolutely 
amazing considering the picture cost $100,000 and there 
were only a hundred or so prints!” 

Promotion didn't end with a few local TV spots: Indeed, 
the distribution and promotion of 510/45 was uncommonly 
‘resourceful for the late seventies, and probably the real 
reason the film did so well. Traxler explains: “One night, 
prio to distribution, Davis and I sat around in my apartment 
їп Playa del Rey and thought about what we could do to get 
an edge forthe picture. И was a retro film, harking back to 
the atomic mutation movies of the fifties, so an old- 
fashioned gimmick felt right, A throwback to the Joseph E. 
Levine and William Castle ега. 1 came up with the Slithis 
‘Survival Kit, which was tongue-in-cheek instructions on 
‘what to do in ease of a Slithis attack. Davis loved the idea 
and had a bunch printed up. It was а cheesy, folded 
cardboard give-away that tumed out to be enormously 
successful. It also included an address (or was it a phone 
number?) where you could become a member of the Shi 
Fan Club and order Slihis swag = T-shirts, hats, etc. The 
‘only problem was that Davis never had an inventory of 
goodies. He wanted to see how the audience would react 
before he spent money on the merchandise. As И turned out, 
a lot of people sent money in for stuff and never received it. 
Ihave no idea how Davis dealt with ta." 

In addition to the extravagant claims on the presskit, 
Traxler arranged ever more personal appearances for The 
Slithis: "We put a local high school kid in the creature 
costume and made a well publicised personal appearance at 
"he largest drive-in in seven Midwestern states, outside of 
Omaha, Nebraska, We'd made an earlier stop at a nearby 
small town walk-in and as we approached the drive-in in our 
van, the kid (in costume except for his head) and 1 saw the 
lights in the distance It looked like an intemational airport. 
We pulled ín and the place was sold out - maybe a thousand 
cars and pick-ups, Pd never seen anything like it. We got the 
Kid's head on and stopped at the snack stand - the size of a 
‘supermarket. They sold everything from pizzas to combread 
чо cold beer Suddenly the word was ош - he's here, Slithis 
is here! A huge crowd (it was intermission and Spawn ofthe 
Slihis was next up) gathered... and as the creature began to 
wave to his fans, the mob surged forward. It was like а rock 
concert - Mick Jagger couldn't have set off a bigger riot. 
People lunged at the monster, grabbing at the rubber fins 
and appendages. The drive-in employees hurled themselves 
in front of the rushing mob and the terrified kid inside the 
‘costume began to cry. I spotted a large wooden ladder that 
led to the roof of he concession building. With the help of 
the theatre manager we muscled the creature over to the 
ladder and pulled and pushed him up onto the roof. On the 


Spawn of Venice Beach 


roof there was а series of spot lights shining out onto the 
cars below, 1 walked the creature to the front of he building 
and tumed several of the spots onto him. From this location 
we could give the crowd their look-see while holding them 
at bay. It was easy to defend the ladder. People sereamed 
and carried on for about ten minutes, ший the close of 
intermission when the lights went out and the film began. 
‘Opening credits sent folks scurrying buck to their vehicles, 
Under cover of darkness, we helped the kid down the ladder, 
into the van and we got the hell out of there The film 
wasn't very good, but it hit а nerve with our target audience 
and tumed into the popcom picture of the year. Slizhis 
played to sell-out crowds at that drive-in theatre for three 
consecutive weeks, Ї was later told that it was the theatre's 
most popular movie of the summer of "78. 


Into the Mainstream 


‘Traxler’s career has since taken him to the very top of the 
Hollywood tree, with prestigious gigs as production. 
supervisor оп massive productions like Waterworld (1995) 
and Windtalkers (2002). He remains, however, appreciative 
and affectionate when it comes to his slightly less than 
stellar debut: “Other han combat in Vietnam, directing the 
picture was the most exciting thing I'd ever done. The entire 
experience was at times the highest high and alternately the 
lowest low. I Пете more from making the movie — my 
partner and 1 having to do literally everything ourselves — 
than T' ever imagined. I walked away from the project 
bruised, battered and with the knowledge and experie 
that has allowed me to do everything I've since 
accomplished in the film industry. There is no greater 
teacher than the hands-on experience of making a low- 
budget film. | wrote it, scrounged up the money to make it, 
produced and directed it, edited it (under the supervision of 
my friend Robert Ross). I was integral in distributing it, 
including creating the marketing gimmick and making 
personal appearance tours around the country with the 
‘creature. All things considered, | was happy with most of 
what we'd done. The true sign of a low-budget film is the 
unevenness of it all. Some things are good and some just 
Suck. I saw so many things ГА have done differently. So 
many places we wasted a day on material that didn’t end up. 
‘nthe picture, time and money that could have been spent 
оп coverage, not just masters. Having said that, the picture 
was a huge succes, о irs clear we did more things right 
than wrong. On TV, Siskel and Ebert called it the ‘doggy of 
the week’, Us Weekly put it in their "Don't Bother” category 
for three weeks (along with Foul Play, The Eyes of Laura 
Mars, and Sgt. Pepper x Lonely Hearts Club Band) — 
negative reviews, but major reviews nonetheless. As Leo 
Penn (Sean's dad) told me at the time, “Hell, you've made a 
"hundred thousand dollar movie that's playing all over the 
‘country, and they're taking you seriously". The movie 
played throughout the country to packed theatres and drive- 
it sold foreign for $450,000 (four and half times what it 
cost) and 1 have no idea how much money it actually 
generated overseas (presumably millions), It played twice 
оп late night network TV (CBS), it was an early success on 
video for Media Home Entertainment, it played on. 
syndicated TV for years and its still alive today, mentioned 
оп many, many intemet sites. So 1 guess I'm happy with the 
way it tumed out. My goal with the film was to make sure 
my investors got their money back. 1 assumed that if it were 
at all successful I'd be given the opportunity to direct 
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another. made the picture with a very specific game-plan 
but never took it at all seriously — there was a whole lot of 
ngue-and-check going on, My first target audience was 
the crowd that goes to the movies to laugh and hoot, answer 
back to the dialogue and sail popcom boxes at the screen. 
These folks used to exist, big time. Not so much anymore. 
Second, 1 was going for the hardcore sci 

‘who would automatically go to any film 


î and horror fans 
ood or bad, in the 


genre. The Fangoria groupies. Finally, and this was 


presumptuous of me, I was hoping that somehow the 
might get noticed by a higher level of moviegoer who 
would get the intentional humour, the mundane references, 
the more literate aspects of the film. Ultimately, we g 
extremely lucky and snagged a good portion of all these 
audiences. We had one carl ing for the Sci-Fi/Horror 
Academy = fairly sophisticated association of fans, The 
house was packed and the reception was amazing. They 
laughed a lot, which was exactly what 1 was hoping for 
generally for the right reasons. There was à gasp or two, 
Even a scream, Allin all, we'd appealed to one of the core 
groups | was after: 

The only part of Traxler's plan that didn’t come off was 
his desire to secure a retum for his investors. Like so many 
distribution weasels, Dick Davis disappeared back 
woodwork without payin 

westors, even though he did ry to persuade Traxler to pen 
a sequel: “1 refused to make а sequel for the distributor 
because the son of a bitch wouldn't pay me a penny more 
than 1 made оп the first one — which was nothing — and 
wouldn't increase the budget. | worked with several 
attorneys (all acting pro оло because they'd read in the 
1.4. Times how | was being cheated) to try and for 
distributor to give my partner and 1 (and the other investors) 
ош fair share: all in vain, The film did well, but my partner 
and | got screwed by Dick Davis, and our Orange County 
investors never got their money back. This one hundred 
thousand dollar movie, shot in twelve days, generated 
untold millions of dollars in pre 
never even got their money back.” 

Stung by the experience, Traxler took the lessons he'd 
earned from Slihis and parlayed them into а highly 
successful career in production. And when й comes to 
production logistics, it doesn't get any bigger and crazier 
than the Kevin Costner star folly, Waterworld. "On that 
film 1 ran the longest and largest Second Unit in film 
history, ог so I've been told.” he says. "Both Slirhis and 
Waterworld were extremely challenging and just as 


to the 


what was owed to the other 


ratifying in their own way. Waterworld was the most 
expensive film ever made, prior to Titanic. It was a massive 
logistical effort and dificult beyond imagination because 
ош unit worked out on the water ~ beyond the breakwater 
virtually every day. That experience is worthy of a book all 
by itself. Waterworld, in my action oriented mind, is a 
classic It was the most difficult project Гуе been involved 
in: both physically and mentally. I was on the big island of 
Накай for almost ten months. l'm proud of the work we 
did. The hubbub on this one was the price tag: $180 million 
An obscene amount of money. It could cure cancer or pay 
for 180 smart bombs dropped on America's enemies: the 
latter being the crime against humanity of our time. What 
most people don't know is that Waterworld made а lot of 
and not for the company that financed it. That was 
the Japanese conglomerate Matsushita. The winner in this 
deal was Seagrams. They bought the studio from the 
Japanese corporation. Waterworld cost approximately $180 
million, not to mention prints, promotion and advertising. 1 
was told that our Second Unit 20 million dollars 
(although we did not have а dedicated accountant). The film 
dîd about $91 million, domestic. What wasn't reported by 
the media is that the film eventually did gangbusters, both 
foreign and on home video, and ultimately made many 
millions of dollars profit. Ву the time the film went solidly 
into the black Matsushita had sold the studio to the 
Canadians (Seagrams - the Bronfman family) and that's the 
company that benefited. 

Meanwhile, Traxler 's TV movie Sam Churchill: Search 
for a Homeless Man (1999) has played regularly on Sky 
Movie Max. “It certainly isn't as whacked as Sls but it 
shares some of the same sensibilities. We shot the picture in 
Santa Barbara for $1 million in sixteen days, financed by a 
company in Beverly Hills who made movies for TV for 
foreign distribution only. It's shown all over the world and 
made ће distributor а great deal of money, many millions, 
My partner and 1 got screwed on our back-end but 1 did 
make some money up front See a pattern here?" 

And for the future? "I'm curently prepping a very 
expensive lent ($30 million) on which 1 will be the 
primary producer. But I can't wait until my next 

they're really the most fun." 
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chapter 20 


Beyond the 
Black Room 


The Films of Norman Thaddeus Vane 


The Black Room (1981) 


JA TUO ата dan denn 
(Stephen Knight) and Bridget (Cassandra Gaviola), 
"advertise а special room for hire in their Hollywood Hills 
mansion: а high-class passion-pit specifically designed for 
"swingers". The walls are swathed in black velvet, the floor 
is strewn with cushions in plush fabrics, and the candle-lit 
ambience is given a hi-tech spin by a glowing green-white 
‘cube which acts as a table. There's also a luxurious bed, 
and the room is equipped with speakers from which 
classical music plays constantly. Meanwhile, on the sly, 
two-way mirrors facilitate Bridget’s voyeurism and Jason's 
passion for erotic photography. Into this honey-trap strays 
Larry (Jimmy Stats), a married man looking for a place 
where he can explore the sexual fantasies he Fels unable to 
indulge with his loving wife Robin (Clara Perryman). So 
far so kinky, but there's а further sting in the ай ~ Jason 
and Bridget are really vampires, using the enticements of 
the Black Room to entrap а succession of unsuspecting 
blood donors’ 

Moder-day vampires have been done to living-death 
singe the 1980s, but The Black Room was made before the 
deluge that brought us such over-stylised efforts as Tony 
Scott's The Hunger (1983), Richard Wenl's tiresome Kump 
(1986) and Jerry Ciccorit's limp Graveyard Shif (1987), 
Perhaps because the film still has one foot in the 1970s, it's 
more than just a coke-fuelled МТУ Gothfest, and balances 
the seductive fantasia ofthe Black Room with a more 
naturalistic look for exteriors and daytime scenes. Five 
years later and the same story would have been filmed with 
a suffocating obsession for 
billowing curtains and fatuous camera movement. 

The Black Room's sense of style hovers at the edge of 
camp, although the film is made with a straight enough 
face to avoid seeming comedic. The décor of the Black 
Room itself is moneyed kitsch, like a boxer's idea of the 
high life. What makes it work is the extra element of 
surrealism, as the ‘posh’ accoutrements seem to hover in 
blackness, the swathing folds of velvet smoothed into 
invisibility by the contrasting glow of the illuminated table 
centrepiece. The ‘sexiness? of allthis depends on how 


soloured gels, sow-motion 


Beyond the Black Room 


much you associate fucking with good wines, tasteful 
musie and the rustle of silk bedspreads. It's not for me 
have to say, but 1 like it as a pastiche of how the other half 
loves: there's а fun moment when Jason tells Larry that the 
тооп, with its hooked-on-classies sound-system, is ready 
for his next hot date, purring: “How about some Chopin for 
a change? 

And yet, for all is air of lascivious decadence, at its 
heart The Black Room is a morality tale about infidelity. 
and a portrait of the way marriage can stifle sensuality. It's 
also а look atthe hypocrisy of men who seek adulterous 
freedoms for themselves, but find the idea of their wives 
enjoying extramarital sex infuriating and unacceptable (see 
Swingers Massacre for а less enlightened treatment of the 
same theme). Vane summarises all this so neatly it's a pity 
Stanley Kubrick didn't watch the film before dragging 
much the same topic out to three hours in his stately but 
overstuffed Eyes Wide Shut (1999). (Fannily enough the 
party scenes at the chateau in Kubrick's film look like a 
big-budget Black Room rip-ofM!) Dramatically, the best 
scenes come when Robin discovers that the “Black Room’ 
of her husband's ‘bedtime fantasies’ is actually а real place. 
Shocked, she reliates by embarking on a sexual tryst with 
the archly seductive Jason (although the scene requires a 
ten-ton weight to suspend our disbelief, since Jason is as 
camp as Liberace’s bedspread...) 

Asa gente piece, The Black Room succeeds admirably, 
with plenty of tension to go with its good ideas, It's the sort 
‘of low-budget "B" pic that makes you weep at the way the 
Hollywood mainstream squeezed such small but rewarding 
treasures ош of the running. Is well-acted, well-written, 
and the careful use of Steadicam brings a dash of elegance 
‘that thankfully doesn’t degenerate into aimlessness (a chief 
drawback of Steadicam being a directors inability to 
unclip the damn thing and go back to the dolly). In 
particular there's a wonderful scene, powerfully shot 
through a wide-angle lens by cinematographer and future. 
director of The Hitcher Robert Harmon, in which a female 
victim breaks free from the killers” macabre blood -deat 
apparatus and makes a run for it. The moral themes and 
horror movie trappings don't overbalance or contradi 
‘each other, and the blood-draining sequences are suitably 
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horrible (easily а match for Invasion of the Blood Farmers, 
а пиа spin on the same imagery). Sceptics among you 
might wonder how the hell Jason manages to ol 


е black room thro 


ain clear 
gh a pane of 
glass, when the room he's standing in is fully it, but let's 
not get too cynical = who knows what tricks vampire 
Photographers have up their sleeves? 

The film ends with Larry and Robin forgiving each 
other as they drive off with their rescued children and their 
partially exsanguinated babysitter (Linnea Quigley) in the 


photographs of people in th 


back seat. Is a disappointingly staid conclusion toa story 
that has suggested far more interesting avenues. Jason and 
Bridget are left in a narrative limbo, apparently back from 
the 

presumably needing 
police, A better (if obvious) ending would have seen the 


тоге like zombies than vampires, but 


a new home when Larry calls the 


married couple slay the vampires only to take over where 
they'd left of, and put the room back on the market. Still, 
minor quibbles aside, The Black Room is an entertaining 
horror tale that drips intelligence, imagination and style 


The Horror Star (1981) 


A stylish tle thriller with a sense of humor and a р 


command of horror clichés. Compared to most of the 
movies it will be sharing double bills with, it’s а master 
piece." = Roger Ebert, Chicago Sun-Times 


“Wrterirector Norman Thaddeus Vane, an experien 


man of the theater, 


hit upon a clever notion and 
developed it with wit and humor. [The film] may be 
modest in budget but has style in abundance 
Thomas, Los Angeles Times. 


Ailing horror movie icon Conrad Ragzoft (Ferdinand 
Mayne) is determined that will be as macabre 
and magnificent as his films. He even installs a Video 


screen in his mausoleum, from which, in a pre-recorde 
message, he can bid extravag 
RagzofT dies, and ай goes according to plan: his fune 


nt farewell to the mou 


hi-tech marvel. However, after the ceremony a group 


horror fans — Saint (Luca Bercovici), Oscar (Alan St 


Donna (Donna McDaniel), Stu (Jeffrey Combs), Ме 
(Jennifer Starrett), Bobo (Scott Thomson), and Eve 
decide to steal the star's corpse 
him a last impromptu party. Big mistake. Raga: 
dim view of irreverence, coming back to life and pu 
those who would rewrite his final scene. Soon the reset 


(Carlene Olson) 


are learning the hard way that no one ups 
Карго and if you want him at your Fanboy gather 
you'd benter be у 

With three "death scenes in the first fifien m 
veteran actor Ferdinand Mayne is given a suitably he 


ady to 


introduction in The Horror Star, Norman Vanes paca 
the grand old masters of horror. Mayne, who is pe 


best known to discerning fans for Roman Polanski 


Fearless Vampire Killers, can count this role as anctbe 
feather in his cap. Unlike Peter Bogdanovich's 
which cast Boris Karloff as a horror icon rend 


by modem life, The Horror Star is designed to give the 
masters the last word, There are traces of Christoph 
(not to mention Orson Welles) in Conrad's speech 
blasé TV commercial director 
а horror star, bur an eminent actor. 1 played Juli 
оп Broadway before you were born. 1 did Oscar W 
George Bernard Shaw on the London stage bef 
‘And of course 
Карго sereen persona owes much to that belove 
The film is chock-full of 
references, from the relationship between Conrad а 
German director Wolfgang (Leon Askin) о the corpse- 
stealing idea itself, which takes йв cue from the 


You're not on 


were a gleam in your daddys eye! 


prosciutto Vincent Price. 


Hollywood story of Errol Flynn "borrowing" Jobs 
Barrymore's corpse for an evening's partying. Last 5 
least, Ragzofl's 
Bela Lugosi might have dreamed of 
is buried in his cape, relish 

As we join Карго, his career is on the skids. E 


laborate send-off is the funeral dear et 


like Lugosi 


reduced to trotting out his vampire shtick for TV coma 
‘cials, although judging by the opulent house in which ы 
lives, and the no-expense-spared funeral arrangeres 
making these low-rent appearances because he's adic 
to the limelight, not because he needs the money. Perte 
when an irritated Ragzof kills the TV director by 
him offa balcony, Vane blurs the line between Ra 


man and Ragzoff-the-monster a bit too soon; but st le 
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explains his eventual sojourn in hell (without it d y ves Ferdinand Mayne plent 
have had to conclude that overacting is а mortal d which to r gue, and as he addresses th 
Straight after this, we see Карго at а film convention, startled guests, the combination of neon-tube kitsch and 
raciously accepting an award from his adorin imposing marble gives the film a stylistic lif — i's like 

of whom are styled in that weird 1980$ no-man la Liquid Sky crossed with Phantasm. These video message: 
between New-Wave-Lite and Leather-Jacket-&-Perm) ted throughout the film, as various characters break 
Thoroughly charmed by the adulation, Карго suffers a іо the star's mausoleum: in one of the film's funniest 
heart-attack, and he's only saved by the intervention of ideas, Карло has wired his crypt to detect intruders, so he 
nice-girl Meg, who revives him mouth-to-mouth can scare the shit out of them from beyond the grave. 

The fun c cn Карго stages а death Yet it tums out Ragas h techno- 
ruse, fooling Woli his true feelings, but logical marve s feet, exactin 
the highlight of the film is the star's video eulogy to what many w e ment 
himself at hi Quite why e tomb and the theft of his corpse. In the film's best seene, 
this, now that video cameras are 1 the grave-robbing horror fans seal their fate by spin 
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Somes son The Horror Star 


Ragzoff's corpse around the room for а dance. Mayne acts 
the scene benutifully, giving Ri 
mortification as his cadaver is subjected to an undignified 
twirl, and Vane knows how to milk the scene for maximu 
creepiness, scoring it with waltz music that gradually 
skews out of control, making the most of a whirling camera 
and wide-angle lenses. Brian De Palma himself would have 
been proud of the resu 
1 don't know if Vane intended to make the "im fans 


offs features а hint of 


as hateful as possible, but they certainly raised my blood- 
lust. Perhaps The Horror Star's biggest problem is that 
ha 


en. Believe me, 


acters for 
aving their 
eyes pierced and popped, or their entrails eaten while they 


we're left in the company of these appalling 


too long before Карго gets e 


watch, is the leas these jokers deserve. There's а plausi 
bility problem too = nice girl Meg actually revived Conrad 
with the kiss of life when he collapsed duri 

ns a bit unlikely that she would g 
along with he stealing of his corpse and its treatment as a 
figure of fun. It's also a bit of a stretch to believe that truly 
committed horror fans would abuse their idol ike this, 
Perhaps if they were common-or-garden high schoolers 


instead of your actual film geeks... Still, with a tongue. 
ripping. an immolation, a decapitation, a gassing a skull 
mash via fying coffin, and an enforced cremation, we who. 
sympathize with Ragzoffare pretty wellserved by events 
(And if unsympathetic teens put you off this film, i's 
worth taking а look at Vane's Midnight, which largely 
dispenses with the young, following up The Horror Star's 
Horrorwood” theme by serutinising the life and loves of an 
ageing "horror hostess”. The two would make an ideal 
double bill) 

There are some continuity problems, such as a séance. 
which seems to take place in daylight while a supposedly 
simultaneous resurrection takes place at night: and it seems 


a bit unlikely that Bobo should retum unhindered to the 
mausoleum the night after stealing the corpse, as the police 
are already aware of the thet. Perhaps the over-zealous 
séance lighting is to blame for giving the wrong impression 
in the first instance, but there's a rather hurried, ad-hoc 


approach to the film's time-frame, especially in the sec 
half ofthe story. The grave-robbing and the party take 
place at night. We then have a single shot of the police at 


the mausoleum, in daylight, before the séance begins and 


Ragzoff is revived, again at night. Just what the seven 


»rave-robbers have been doing during the day is never 
explained; since the girls are still în nightdresses and the 
guys are mostly topless, perhaps they've spent the day 
making out on coke? 

More seriously, The Horror Star suffers from a second 
hall that fails to be quite as amusing or interesting as the 
first. Most, though not ай, of RagzolT's best scenes are 

irst forty minutes, and the remainde 


concentrated into the 
ofthe film plays out a supernatural stalk-and-stash scenario 
that’s fun, but not as clever. Fangoria’s video reviewer "D 
Cyclops! claims that, Пе] second half abandons the 
sense of humor of the first half and becomes a mechanical 
1 think this is 


and unimaginative slaughter picture. 

overstating things (1 laughed out loud, for instance, at the 

fying coffin sequence, hardly the most conventional of 
grain of truth here. Perhaps 


murder methods), but there's 


it's the dampening effect of all those tena 


that began by concentrating on the lives of complex adult 
characters, but The Horror Star could do with a smidgeo: 
more innovation in йз last two reels, 

Ultimately, what The Horror Star really needs is а 
decent widescreen DVD release to make the most of th 


lustrous cinematography, especially when it comes to the 


copious shadows amid which the latter stages unfol 


Vane's framing looks unnaturally cramped on 4:3 vid 


we would doubtless sing his praises far more readily if we 
could sce what he intended us to see. Ins clear, even on 

video, that the film is very well lit and composed, but sodi 
The Horror Star has not appca 
format since the 1980s, Like many of the most interesting 


red on any home video 


films in this book it seems to have been consigned to Vide 
Hell, But never mind —as Ra Hell is nor as 
аз you think, Ir actually quie pleasant. Maybe the fo 


rll says, 


a trifle overcooked, and the champagne... Californian: h 


you do meet the most interesting people 
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ike most 
Norman Thaddeus 
leased on UK video — The Black Room and The Horror 

^ further, 
m experimental improvised dramas to scriptwriting 


Vane thanks to two horror films 


Siar, However, Мале? career has stretched mu 


redits on major studio productions, spanning some forty 
sand three continents. He has enjoyed success as a 
ywright, lived and worked in Great Britain during the 


ging sixties, moved in the higher echelons of 


house magazine, and contributed a seri 


Australian fantasy/horror TV series. 
Norman Thaddeus Vane was bom in Patchogue, on 
ong Island, New York in 1933. He studied at the 
ity of British Columbia fo 


wo summers, spent 


а Florida State University when he was in the 


Air Force, and two years at Columbia University in New 
rk, plus two years at the Actors’ Studio in New York 


ın his creative career as a playwright, becoming 
member of New York's New Dramatists Committee 

alongside luminaries like Paddy Chayefsky). His first 
The Penguin, staring Martin Landau, was a modest 


hit off-Broadway in 1956. A year later he landed a 


writing job on an episode 


of the popular TV series Kraft 


vision Theatre. For his first screen credit, he 
ontributed an episode called Collision, transmitted on 13 

March, 1957. The story takes place on а foggy night in 
he Atlantic Ocean, Two passenger ships collide, and in 
he rescue one life is lost. An investigation reveals that 
fhe captain of one ship had served under the captain of 

be other for many years, When details of personal 

sonflict between the two men emerge, it casts doubts on 


he true nature of the accident. 


Soon afier Collision aired, Vane moved to Great 
Britain: “1 lived in England during the sixties and up until 
1974, when {returned to the USA,” he explains. “I had two 


English wives and thus was able to stay in England and 


work.” He hit the British tarmac running, with two plays 
The Man Who Played God and The Deserters. The later. 
starred Elizabeth Sellars and was directed by the hi 

respected Russian én 


theatre, Alan Schneider, famous for his 
Stateside productions of Samuel Beckett's Waiting for 
Godot and Endgame. Schneider would later go on to direct 
Buster Keaton in Beckett's only cinema project, Film 
(1965). 1t was a testimony to Vane's writing that Schneider 
o take time off from the American stage 

aly in demand), as he rarely directed 
plays outside of the United States, The Deserters was 
produced by Wolfe Mankowitz (The Day the Earth Саш, 
Fire and The Millionairess), and for a while it looked as if 
the play might be adapted for the screen, until a proposed 
movie deal to be financed by Sidney Box at Rank fell 
through. АП was not lost, though, as Rank would play a 
role in the handling 


was will 


of Vane's next project. 


The British Fi 


їп 1960, Vane obtained financing for his film debut, a 
sixty-seven-minute drama called Conscience Bay, The 
story concerns Nelly (Rosemary Anderson) and Fred (Mare 
Sheldon), childhood sweeth 

lage, who discover that Ben (John Brown), a 


is in a dour Nova Scotian 


fishing v 
good-looking youth with a hunchback, has been stealing 
the lobster catch. Ben lives in a semi-derelict fishing boat 
called the ‘Seabird’, which lies isolated in the estuary 
Nelly, the adopted daughter of local evangelist Caleb 
(Mark Dignam) and his sick wife Aunt Boo (Catherine 
Willmer), discovers that Ben is Aunt Boo's illegitimate son. 


He has run away from his cruel foster-parents and now 


lives in Conscience Bay, fending for himself. He steals 
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Vana owns Wi 


Curs on he set ot 
gahat 


because it's the only way to eam a crust the local 

he sells purloined 
lobsters to a travelling trader. Nelly and Ben become 
friends and then lovers; soon th 


fishermen won't give him a job, s 


lationship supersedes 
Nelly's feelings for Fred, When Aunt Boo's illness 
deepens, Nelly brings Ben to the house; mother is reu 
with son and asks his forgiveness Ben retums to the 
‘Seabird’ with Nelly, and the two make love. The next 
moming, Caleb arrives and finds the young lovers in bed 
together. Furious, he informs them that Aunt Boo died. 
during € 

further confrontation with Caleb, Ben runs away, telling 


а 


e night and curses them for their ‘sin’. After a 


Nelly not to come to him again. He returns to his stealing 
A jealous Fred tells Caleb that Ben is the lobster thief, and 
Nelly must sacrifice her inheritance to save Ben from mob 
ioned with 

small town life, and realising she has never really loved 
Fred, Nelly chooses to leave Conscience Bay with Ben at 

s ether in the wider world. 
im on Cornish locations ín seven 


violence at the hands of the fishermen, Disi 


weeks, at a cost of just £20,000, However, Conscience Bay 
was not a commercial success. Rank, who had picked up 
the film for release as а 'B' feature, pulled it out of 
circulation, and Vane — who also wrote and produced 
quickly re-edited it, but to no avail ile would be seen or 
heard of the film 9 

He had better fortune back in the theatre, where his 
play The Expatriate was а success at The Croydon 
Pembroke (now The Peggy Asheroft) Theatre in Feb 
of 1961, It stared Gordon Heath (who narrated the famous 
1954 adaptation of Animal Farm), Frances Cuka, and Noel 
Harrison (Rex Harrison's actorimusician son, who had a 
Top Ten hit with ‘Windmills of Your Mind" in 1969). Vane 
recalls that The Times called it 


‘an important theatrical 
event: not quite аз important as The Marriage of F 


was to the French Revolution.” Sarcasm, of course, is the 
т for the 
lofty Times was being sincere: but regardless of such 


matters, Vane was now making a name for himself on the 


British theatre scene. 


Unfortunately, Vane's next play was one he himself 
describes with a shudder as “my flop." This 1961 
production, called O'Malley the Duck, starred fading 
Hollywood star Linda Damell, who was at the time large 
retired from the screen. (Four years later, Darnell tragica 
bumed to death in а fire at her secretary's home, while 
Watching a TV rerun of her first rags-t-riches movie 
success, Star Dust). O Malley the Duck opened and closed 
within six days at The Oldham Rep, and even whe 
Columbia Pictures bought an option on the script it did 
litte to salve Vane's disappointment. 

As well as writing and directing for stage and screen, 
Vane dabbled in property and entertainment managemen: 
running various nightclubs, casinos and bars in London 


including La Discothèque on Wardour Street, The Gr 
Street Club in Mayfair, The Apartment on the King's Rood, 
and, for a while, the notorious gaming club Esmeralda's 
Ват, in Kensington. “I had three gambling clubs, which 
Turned out to be a lot more profitable than the film 
business,” he recalls. 

His partner in some of these endeavours was Mim 
Scala, one of the movers and shakers of the swing! 
sixties, а wide-boy tumed gaming impresario and rock 
manager, whose memoir, Diary of a Taddy-Boy, is a 
fascinating glimpse into London post-Ahsolite Beginner 
He knew everyone, as they say: or, if not 


then a friend-of--friend of everyone. His reach inclu 
The Kray twins, who bought Esmeralda’s Bam in 1960; 
and worse, the archetypal evil landlord, Peter Rachman 


term ‘Rachmanism’ was derived. 


from whose name th 
Tiring of the unpleas 
‘hospitality industry’, Vane decided to mount a second 
feature film, Fledelings (1965: shot in 1964). In a recurs 
vein bordering on the postmodem, he told the story of tw 
struggling filmmakers, Mike (Mike Ross), an artist, and I 
(lain Quartier) a male model, who live together in а 
irlfriend Julia Julia White). The 


ménage à trois with the 
two young men are making a film in the nouvelle vag 
style, set in their own Chelsea environs, when they run o 
of money half-way through production. A prominent 
American businessman, Reev Passmore (played by Vic 
Lownes, the Playboy magnate) agrees to bankroll the 
project and to further ensure the success of the venture, he 
tuo auteurs persuade Julia to bed him, Subsequent develop- 
ments lead to the break-up of the trio as their youthful 
idealism founders on the contradictions between their 


attitudes and the cold hard reality of international financing 

The story is built around numerous equivalences 
between fiction and reality: Mike Ross plays a painter 
interested in the French New Wave cinema, which he was 
in real life; Julia White was an actual model; and in a 
further twist, when the film was shown to а Hollywood 
agent, 
her, and took her off to Hollywood. The chief locations an 
ıa Chelsea artists' studio belonging to Mike Ross, and 
Victor Lownes's lavish house in Montpelier Square, Mone 
did indeed run out half-way through production, at which 
point one-time theatrical agent Leonard Urry then joint 
managing director of film producers Anatole de Grunval 
Limited, stepped in as fairy godfather and stumped up the 
required cash (whether for the same inducements and 
sweeteners is not on record... 

11's an intriguing proposition and would make a 
fascinating revival one day, as it's enmeshed in connestio 


became very interested in White, began to date 


to the sixties entertainment industry. Leading man lain 


Nightmare US, 


Quartier went on to form Cupid Productions, in partnership 
with upper-class hedonist Michael Pearson (now Viscount 
Cowdray), to make Godard's Sympathy for the Devil, shot 
in Great Britain during the height of the Paris Riots in May 
1968. Quarrier acted in а deluge of sixties cult movies: his 
friend Roman Polanski's Cul-de-Sac and The Fearless 
Vampire Killers; George Harrison's Wonderwall; and the 
multi-director minestrone Casino Royale, An unusual 
casting coup came in the form of Victor Lownes, right- 
hand man to Playboy's Hugh Hefner. Lownes arrived at 
Playboy in the mid-fifties, and soon made his mark by 
charming reluctant businessmen into advertising with the 
magazine. He was so successful that he once boasted he 
had “a cupboard full of ten foot poles” from businesses 
he'd persuaded onboard. In 1960 he became closely 
involved with the newly emerging Playboy clubs, before 
launching the Playboy empire's considerable British 
{gambling interests in 1966. A complex individual, he went 
on to produce Monty Python's And Now for Something 
Completely Different and, having befriended Roman 
Polanski in the mid-sixties, prevailed upon Hefner 10 
support Polanski's flagrantly uncommercial Macheth with 
Playboy cash. 

Made in just eight days, and billed as “The first 

tely improvised feature film ever made in England,” 

Fledlings met with а mixed response in the press, mostly 
due to its improvisational nature. “Much as admine a man 
who can play the flute standing on his head, 1 cannot help 
wondering how much better he could play it on his feet,” 
opined the Daily Mail, who also described the story as 
featuring “two young lou "who "receive the rebuff that 
all such pimps deserve" for their treatment of Julia: before 
adding that the "prem tle model" herself contributes 
some “cleverly ad-libbed" scenes to the bedroom 
skirmishes. The Daily Telegraph's reviewer began by 
stating that the film, 
and remarked that, "some party scenes are caught rather 
well and the photography |. 
concluded that 
uncomfortable comparison with the work of Jean 
Godard.” However, while Godard was valorising the 
existential criminal drop-out in films such as А hou se 
souffle and Pierrot le fov, Vane was practicing what 
Godard could only preach: "The movie was made on stock 
stolen from the ВВС!” he laugh 
there, and every day he tured up with more stolen film.” 
‘As a result of this Fassbinder-esque approach to cost 
‘management, Vane brought the movie in for a mere 
£2,5002 He describes the film today as, “improvised. 
arty", and says its his favourite of the early films. It played 
for a while at the Classi in Chelsea, but like Conscience 
Bay, it's now diabolically difficult to se. 


"has considerable academic interes 


1 has a lyrical quality”, but 
“innumerable scenes prompt an 


"The cameraman worked 


Swinging Scriptwriter 


Turning to screenplays, Vane made a series of career moves 
that would eventually take him back to the USA. The first 
was а script based on his own mildly scandalous personal 
life at tbe time. He recalls, "My wife then was Sarah 
Caldwell; we had a very notorious elopement, got married 
in Scotland. She was only sixteen. Our marriage became 

the basis for Lola, or Twinky as it was known in England, a 
comedy which Richard Donner directed.” Exploring the 
love affair of a fortyish writer of pom novels and a 
boisterous teenage schoolgirl, Twink starred a nineteen- 
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year-old Susan George as the sixteen-year-old Sarah 
(CTwinky’ in the film). with Charles Bronson as Vane's 
surrogate: “Which was disastrous,” sighs Vane, "he was as 
funny as a kippered herring. 

Never had a girl like this for me;Dumb but pretty like 
а schoolgirl should he," sings Jim Dale, who wrote this 
Humbert-ish lyric himself, along with, "Prem young gird 
on а nwo whee! bike/All see is a Jezebel just lke Twinky 
M's all a bit shocking to anyone who's lived through the 
change in attitudes to gymslip fantasies over the last thirty 
years, Nevertheless, Thinky did fairly well on its release in 
1969: litle wonder, with a strap-line that lassoed many а 
passing male's gaze: "She had just reached the age of 
consent: and the first word she said was "Yes!" Twinky 
was released by Rank in England, and ALP in America and 
received mixed reviews, but Vane had scored big with the 
project and things were on the up. 

Released before Tinks but written after it, Mrs. Brown 
You ve Got а Lovely Daughter (1968) а musical vehicle 
for the dubious talents of Herman's Hermits — is not а film 
of which Vane is proud, even though it featured his new 
wife in her screen debut “It was а silly Kid's movie. 1 
never even tell anyone 1 wrote it it's not on my credits, І 
never mention it. The guy who did the music was called 
Mickie Most. He was not a friendly guy. А great talent 
though. 1 respected him." The film was to have been young 
Sarah Caldwell's entrée into the movies, but it didn't work 
out: "Sarah was terrible in the movie," says Vane. "She 
could have had а film career, she was a top model with 

есп Ford and was on the cover of many magazines, but 
she turned down a contract at Fox for a lot of stupid 
reasons and blew it. She lives now in Bath, England, and 
has three kids — not by me! 

‘Vane made а tidy sum from the film, although the price 
of success was having to deal with producer Allen Klein, 
опе of the American entertainment industry's most 
demonic figures: “I was literally a prisoner in the Hilton 
hotel fortwo and a half months during that shoot. 1 had an 


Lym Redgrave as Мато 
‘hostess’ coming. 


Vane (mk win Мало 
ef and Te Ridder 


enormous fight with Klein: he was showing off with about 
seven people, and he came to my suite at the Hilton and 


was in bed 


demanded a rewrite at two in the momir 
with some girl. 1 was furious that he woke me up. He was 
showing off to all these women in mink coats, and 1 said, 
‘Okay Allen, you want а rewrite’ 

1 picked ир the table which was full of coca-cola boules 


Here’ your rewrite!” and 


maybe about а hundred of them, and I threw it all over. 
them, and the coke went on the minks, they all ran out of 
my suite and I went back to bed. They couldn't fire me, I 
was the writer! If they fired me who was going to do it? 
Instead, he stuck me with a $4,000 hotel bill 

kept going back and forth between England and the 
USA from 1969 to 1974 
editor of Pentho 


" he continues, "n "69 I was the 


se as well as the theatre, film and book 


critic.” Vane had problems with the head honcho of 


Penthouse, Bob Guccione: "He was trying to fuck my wife 


Sarah, under the pretence of him photographing ber. I 


wouldn't let him. I knew better, and qui 


Despite actions with Klein on Mrs. Brown... by the 
сану 1970s Vane found himself spending more and more 
pul's ABKCO Films 
in California. This brought him ino proximity with a 


time working for the infamous me 


number of Klein's associates, one of whom was Saul 
Swimmer. Klein had produced his 1962 film Without Е 
Other, which stared Tony Anthony, an actor whose assoc 
ation with Swimmer dated back to Force of Impulse 
(1961), АП three — Swimmer, Klein and Anthony 
produced the well-regarded spaghetti western Blindman 


(1971). directed by Italian genre specialist Ferdinando. 
play, and staring 
Anthony in the title rele. For added boxoffice, Klein and 
Swimmer drew on their Beatles connections to snag Ri 
Star, who plays one of the villains (Swimmer was co- 
producer of the Let It Be movie, while Klein's business. 
dealings with the band have been well documented, not 
least by The Rules...) 

Like many who have come into contact with Allen 
Klein, Vane is scathin 
driving а financial wedge between Paul МеСи 


Baldi from Anthony's story and scr 


out the man often credited with 
y and 


John Lennon: and he has claimed to have a theory about 
Klein's and Swimmer's involvement in George Harrison's 
charity 


‘Concert for Bangladesh’ (one of the most fe 


events of the 1970s, the movie of which Swimm 


directed and Klein produced) that is impossible for us to 
verify. The final straw came when Klein allegedly deprived 


ane of a decent payday: "Klein was such an asshole, don’ 


я me started. I wrote а script for them called The Tunne 
et made, finally got ripped off by [a major 
Hollywood actor-director] who did his own version of it, 
which bombed. But at the time I had a publisher who 
wanted to do а book of The Tunnel, and Klein just 
wouldn't give me the rights. I said, Allen it's not costing 
anything — he's giving us money! Let me do the book, he's 


which didn't 


onna give me a big advance!” I think he was still mad 
‘with me about the incident in the hotel room. I tried to take 
him to the Writer's Guild and make him pay, he was a 
signatory, but they said they couldn't do it because he was 
ош of the country 


Indians Are Indians. 


Moving on from Klein and ABKCO, Vane, now living ful 
time back in the Sta 

spooky drama about Native American mysticism, called 
Shadow of the Hawk. The film was released in 1976, but 
the transition from typewriter to movie screen was far from 


es, set about researching material for a 


smooth. Says Vane, "Hawk was a horrible experience for 


me as | was replaced by no les than nine or ten writers and 
1 worked with four or five different directors. The original 


tite was Journey Into a Nightmare 


and the script was a 
really scary and beautifully writen story based on a 
synopsis that a cameraman, Peter Jensen, sod to me. 1 was 
working with P 
was not the easiest person in the world to work for, kind of 
a hate relationship, but 1 made a lot of money, about 
75.000, on that movie. Guber's brother-in-law was Н 
and 1 worked with him on a couple of 
he was the co-producer of The Horror Star 

sht a lot of artistry to the project, but 

‘of the shooting. Shadow of the 

wk was a really interesting script. Га gone to an Indi 

ion, researching the Navajo, the Норі, Then Peter 
left the movie to do Лане, When he did that, Stanley Jaffe 


ег Guber on Shadow ofthe Hawk and he 


бей, the produc 


Henry bre 


completely lost con 
н 


Nightmare USA 


who's the son of Leo Jaffe, one of the founders of 
Columbia, took over and said, "We'll do the movie in 
Canada, ‘cos we got money up there 1 called him up and 
said, ‘Stanley, ай the research is real and it all came from. 
те living with the Navajos and the Норі. Canadian 
Indians are blood Indians, they have totem poles and it's a 
totally different thing, they're mountain Indians — we have 
desert Indians in this story, that's what makes it so spooky.” 
And he said, “Oh I don't give a shit about that, Indians are 
Indians." So we did it in Vancouver. Many writers came in, 
there had been some big director attached to it, In the 
the stuff that I'd implied, that made it really scary, they 
added literally = there's an idiotic mask that keeps 
following them around — it's hard for 
me to look at the movie.” 

Despite its troubled history, Vane was glad of the big 
payday, and he still holds some affection for the film. "I 
was much scarier in it's original form, but it is still not too 
bad a movie, all things considered. Somehow or other, a lot 
of it still came through. 1 still get royalties on it. It opened 
big in Los Angeles and played pretty well across the 
country in theatres” 

Shadow of the Hawk was à Columbia Pictures release, 
and so falls outside the more detailed ambit of this book, 
but i's hardly an overexposed title these days, and 1 have 
to say I found it a lot more fun than 1 was expecting. AS 
Vane points out, the constant apparition of the Indian mask 
gets to be а pain, although its first three appearances — 

“luding an excellent underwater manifestation and a 
tahe-window shock that trumps Salem $ Lor — are 


was ridiculous. 


тре) tums up 
in the big city and persuades his grandson Mike (дал- 
Michael Vincent) to retum to the village of his birth and 
help fight a witch's malediction. The joumey back to the 
village, with a nosy reporter/love interest in tow, forms the. 
backbone of the narrative, and along the way the initially 
sceptical city divellers see enough manifestations of evil to 
convince them that the old guy is not as crazy as they first 
believed, (Lovers of Lucio Fule's City of the Living Dead 
may see a resemblance and wonder what he might have 
done with the material!) There are several well-conceived 
“piece scares that make it all worthwhile: look out for a 
stunning scene involving a ear and a magical barrier, which 
could hold its own in a far bigger production, Shadow ofthe 
Hawk is solidly directed, with the occasional imaginative 
Nourish, by George McCowan, whose Frogs is one of my 
guilty pleasures, and although the overall feel is more ‘skip 
work to watch TV in the aflemoon? than ‘late night scary. 
movie’ (hardly surprising, given McCowan's work on 
Starsky and Hutch), it's still worth seeing if you can. 


Into the Black... 


Darkly erotic... The ultimate frightmare of the bored 
married man's search for casual sex gone horribly wrong,” 
Bill Landis, Sleazoid Express (Pool) 


After Shadow of the Hawk, Vane's carcer went into 
recession Гога while, with one of his few credits of the 
period being a second unit directing gig on the pomo-horror 
spoof Dracula Sucks (1979), starring Jamie Gillis, Annette 
Haven and genre icon Reggie Nalder (the later appearing 
under the pseudonym ‘Detlef Van Berg"). By 1981, Vane 
was looking to direct one of his own seripts again 
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The result was The Black Room, a slyly amusing ch 
about posh vampires hiring out rooms to swingers in their 
desirable L.A. mansion, The inspiration for this story is 
surprisingly autobiographical as Vane reveals; “I'l tell you 
ng {haven't told anyone else, While 1 was working 
for Penthouse | was married to Sarah, the sixteen-year-old 
model and actress. We were both very unfaithful to each 
‘other, but neither told the other about it. 1 kept meeting ай 
these beautiful women at Penthouse who wanted to fuck. 
ту brains out and I had no place to take them, So 1 rented a 
small room in the basement of a house of a South African 
painter. This was the deal: 1 would call him up when I was 
coming over, and he would go down to this lovely room in 
his basement, put on the music light the candles, and open 
а Бойе of cold wine and leave it on the table. When 1 
arrived there with a girl - usually the latest Penthouse 
centrespread - and she saw the room with the candles lit, 
the wine cold, and Vivaldi playing, she couldn't believe it 
What I didn t know was the South African painter had a 
hole in the wall and was watching everything that we did 
One day 1 saw а little gleam of light coming from a hole in 
the wall and I followed it around to the next room and 
caught him in the act, and for the first time understood 
what was going on. I immediately terminated our 
arrangement. By then however, four or five ladies had been 
through the room, and it became the basis for the movie. 

Vane showed the script to a produc and 
an Israeli director called Elly Kenner. “Elly Kenner had 
read my script — I think the original title may have been 
The Vampires of the Black Room — and they decided they 
wanted to do it on a budget of approximately $30,000, 
Vane recalls “It finally cost $40,000 including post 
production. That meant we had enough to shoot the film 
but we had no idea how we were going to get it finished. 
Elly was an Israeli who had never directed a movie and 1 
had directed two small ones in England, so | directed the 
actors, and he directed the camera. We didn't get along 
very well, obviously, especially as he would stop and say 
things like “I want you to сту on this line.” explained to 
him that actors didn't cry on cue. 1 found this particularly 
offensive, as 1 came from the Actor's Studio in New York, 
where we had a very realistic approach to acting and did 
not impose objectives on the actors but let it come naturally 
from within.” 

"The shooting lasted for roughly t 
1981; a surprisingly quick turn-over for such a handsome, 
professional-looking film. Says Vane, It was shot in a big 
house in the Hollywood Hills which was owned by the 
Mafia's literary representative in America, During the 
shooting there was a big candle scene, if you remember, 
and when we took a break, one of the tall candles melted 
into the curtains and set the room on fire. In total panic we 

‘but came very close to burning down the 
house of a mob producer who probably would have had us 
all killed" 

Vane had mixed feelings about his wo producers: “The 
first twenty or twenty five thousand dollars was contributed 
by Doug Cronin, a former football player, and he insisted 
оп being in the movie. He has а small scene in the 
‘beginning of the movie which makes no sense, in which he 
is killed and buried. 1 look at that scene with great pain 
whenever I see the movie, which isn't very often, and wish 
we could have gotten Doug the hell ош of there, 
sake and ours. Doug was a nice guy, and I was very fond of 
him, but he did not fit into the movie at all. Aaron Butle 


Aaron But 


fiteen-hour days in 


Tor his 


Bridget ser a stack алто те а 
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a 


such Noth 
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sweater 


the producer, was a big red-headed Irishman of Jewish 
dank. 
like a fish, cursed everybody and was totally obnoxious. 1 


descent. He wore а Star of David around his 


found it very difficult to be friends with him after th 


movie. 1 do see him now and again, the last time at [film 
distributor] Billy Fine's funera. 

It's unusual for two directors to collaborate simultane- 
ously on a shoot, and it's a situation ripe for conflict. Vane, 
mot surprisingly, is less than complimentary about his 
erstwhile colleague: “Elly and I obviously did not 
along, especially as just before the shooting beg 

with his new South African wife Anne, who 1 put 


nhe 


fightin 
up in my Hollywood Hills home on Doheny Drive, (1 had a 
friend at the time, Ruth Ann Lorenz [Llorens] 
Voie called Graduation Day) 


who starred in a horror 


Anne refused to go back to him for a week. During this 

As soon as Norman 
After she shared 
that information with me, I made damn sure I had 


time she told me that Elly had said. 
signs the contracts I'm going to fuck him. 


everything in writing with Elly and the producers before 
the script.” (Kenner is currently hard to trace for. 
his comments, having moved to Israel soon after the film. 


they 


was finished.) 
Vane has no complaints about the look of the film: “I 
thought the Israeli art director was ver 


wd considering 
һе was working with no money. It was his idea to have the 
ihe Black Room.” The Black 

Room's talented cinematographer, Robert Harmon, would 


green luminescent table 


himself go on to direct, scoring a sizeable intemational hit 
with The Hitcher (1986), starring Rutger Hauer and C 
Thomas Howell. Vane recalls, “Robert Harmon did а rally 
good job as DP. After the movie, he did a demo reel for 
$10,000, got an agent at William Morris, and directed quite 
a few horror movies himself. One actor that 1 got a SAG 
саг for was Christopher McDonald, who later starred in 
ind was featured in several 


quite а few television movie 
regular movies as well. But 1 did start him on the road, as I 
have done with many, many actors and actresses. Linnea 
‘Quigley was ín The Black Room. I picked her out of a 


reading, and she went on to become a "Scream Queen” in 
many horror licks, I thought she was basically terrible. 
Cassandra Gava was truly marvellous and 1 see her at 


parties occasionally, includi 
Christmastime at 
Schwarzenegger in Conan the Barbarian where she played 


a few months ago at 


Studio. She stared opposite Arnold 


an erotic witch. 
With the relish of a om storyteller, he continues: 
“Now I'll go even further and tell you a couple of things 1 


really shouldn't, The lead actress was Clara Perryman, a 


girl of Scottish descent about twenty or twenty one at the 
time, tall and very pretty with red hair. 1 was mad about 
her from the first moment 1 saw her and fought very hard 
to get her the lead. In the end, in order to get Clara the 
lead, 1 had to trade other choices. The truth is, during the 
readings and the casting, which was about three or four 
weeks, Clara and 1 had an affair of sorts, She really blew 
my head, 1 was half in love with her 

we signed the contracts it ended. But she was a terrific 
actress and she was 


however, as soon as 


eatin the movie and a delight to 
work with and I never had any regrets, After the movie 
started shooting | heard from everyone that Stephen 


Knight, the very i, was having an 


ood looking leading n 
affair with Clara and con 
well as during post. 1 lost track of Cla 


id to do so during shooting as 
ind have never 


seen her again, except asthe lead 


he play Nuts, which 
played at a nice theatre in Hollywood. 

The Black Room was eventually released, two years 
с post-production went on 
forever and 1 prety much dropped out of it. We kept 
getting money in dribs and drabs from Robert Husson 


aller it was shot. Says Vane, "T 


until the movie was finished. Hussong, an agent and a 
distributor, put up the finishing money and he controlled 
selling the movie, He died six or seven years ago and he 
avoided paying almost everyone. 1 did get a fairly large 

check a few years ago for the writer's share of the video 
Fights, which surprised me. It was sold basically to vide 


all over the world and I am forever hearing about it from 
horror fans who seem to think i's a classic, Cassandra. 
Gava tells me whenever she goes to a festival she is 
swamped by people asking for her autograph, 
The Black Room proved to be ahead of the pack in its 
although 
‘one would not wish to blame Norman Vane for what came 


association of vampires with contemporary sty 


next Tony Se 


t's The Hunger (1983) treated vampirism as 
ıa chic appurtenance to fashion-magazine aesthetics, and 
although it failed to set the box office alight the film was 
embraced by Goth-lite fashionista yuppies as a symbol of 
their so-decadent-dahling pretentions. OF course, there was 


an earlier precedent: Count Dracula himself cut rather a 


dash, and his castle ай or 


inal features, house-huntest 


‘was hardly a slum tenement. Essentially, though, the Count 
was 'old-money' and his style was a function of his aristo 
cratic ancestry. When the vampire was updated in the 
1980s (passing over such earlier, proletarian anomalies as 


George Romero's Martin), the ‘greed-is-good’ ethos saw 


the yuppie bourgeoisie arriving at the castle gates 


Vampires became the avatar of choice for coke-sniffing 
clubbers in touch with their ‘dark side" 

Despite the less th 
production, М 


‘congenial circumstances of the 
remains proud of the story's idiosyn- 
srasies: “Н was the only vampire film ever made where the 
people were real and really did have a blood disorder and 
their need for blood was real and not based on some 
mythical vampire legend, 
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ig The Horror Star 


Tuming away from the drawn-out post-production hassles 
of The Black Room, Vane took another of his scripts into 
production, this time without а co-director to cramp his 

ayle. "The Horror Star was vaguely based on a famous old 


Hollywood story,” he explains, "which was that several 
Hollywood actors, including Errol Flynn, kidnapped the. 
dead body of John Barrymore for one night and broug 


back to his Hollywood mansion for a 


rewell dinner. In 
The Horror Star. 
The movie was financed by an Iranian real es 


scence that is what inspired me t 
e tycoon I 


jet at a party, and two Saudi Arabian princes. How 1 met 


em I can't even remember. I put in a itle money myself 
id so did a lawyer in New York. My partner was Henry 
Gellis, who had produced Shadow of the Hawk 

Despite its 1981 copyright date, Vane maintains that 
ıe Horror Star went into production in the spring of 


982, with a thre 


week shoot, although it too was not 
ased until "83. "The Horror Star was shot partly in a 
sudio, partly în a cemetery in Hollywood, and mostly in an 
Jd mansion I found near USC The minute 
1 walked into the mansion and walked up the stairs and 


Vane recalls. 


went into the library and saw that the bookcases tumed 

completely around into the wall | knew this was the p 
With Ferdinand Mayne, Vane knew he had a strong 

central performer to rely on, and so spent more time 


icing his you 
Jeflrey Combs, soon to find fame as "Herbert Westin 
Stuart Gordon's hit Re 

closely with Joel King, who had gone from a gig as 
amera operator on Brian De Palma’s Carri, to 


ipporting cas, which included 


Animator. Vane also worked very 


cinematographer on Paul Leder's Sketches of a Strangler 
and Jeff Lieberman's Just Before Dawn: "Joel was a 


brilliant cinematographer, but a nutcase beyond all belief: 1 
used him again on Club Life. We were at lo 
a bit, but 1 appreciated the artistry he bro 
shooting, If he hadn't had problems he might have become 
rapher, his work w xd. One of 
the problems is that we were on а limited budget and 1 
would be happy gening to “take three" or “take four’, but 
he would insist on going to “take nine or ten” because he 


heads quite 


wanted to do it better. We kept running out of money and 1 
had to keep going back to the investors. That's okay оп 


Horror Star, which 


studio films, but not on films like TA 
жаз being made on a budget of $120,000 
After the movie was finished, MGM showed some 
initial interest, but eventually decided to pass. The film 
was instead put out by Saturn International Pictures, which 
the 


led to an amusing encounter with а future ‘king 
‘One of the posters which was 
not used, but tested very well, was the one with all of the 
1o kill the le 
‘Cameron! At the time, 
ranha Il. Anyway, 
James did a wonderful poster except he couldn't draw the 


world’, as Vane reveals: 


lady. This was done by Jam 


Saturn was also distributing his film Pi 


young girl's face. The face that he drew was that of a 
а seventeen-year-old gir. 
1 think he got 


ime ~ | got another painter to draw in а young 


iwenty-five-year-old woman, n 


So since we were paying for the poster 


il’ face. When Came 


ın saw this, he started о tear up 
the poster just a week or so before the movie was 
scheduled to go out, 1 went nuts. 1 ran across the room and 
punched him. He punched me back. We rolled ай over the 
Noor punching each other before the two distributors 
pulled us apart. I'm sorry 1 did that, 1 obviously didn't 
know he was to become а famous director, but he did tear 
up our poster, We shook hands later and sort of made up: 


'FRIGHTMARE- 
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Не continues: "For the opening night in Los Angeles, 
the movie was in about fifteen drive-ins and thirty five 
theatres around the ity. That Friday night was the worst 
тиш storm in years and it rained all over the weekend, 
which didn't help the box office. But the movie did go out 
in various cities and got really good reviews, people 
sd to like it. The Manson company gave us $100,000 
up front to distribute the movie foreign. They did a good 
job in selling it, but were very crooked with the books, as 
all foreign fil distributors based in America are. There is 
по exception to that statement, If you are going to get into 
the foreign distribution business you are going to got well. 
nd truly fucked. The movie grossed, to the best of my 
knowledge, about $350,000 foreign and they got two-thirds 
of that, and we got рау back our advance and a bit more. 
‘The investors basicaly got almost no money and so they 
didn't come back for another movie as they would have. 
Eventually we sold the movie to Troma, a distributor i 
New York, but by then almost everything had been sold 
already so I'm not sure what they were buying,” 
Vane found The Horror Star à much easier shoot than 
The Black Room: “1 was much more in control of 
everything. Ferdinand Mayne, though, was not easy to work 
With, If his make-up was not to his satisfaction he would 
throw а tantrum and would refuse to work until we sent 
people around Los Angeles trying to find the shade he 
wanted. But he did win several awards for the film, one 
particularly from the Horror and Sci-fi Festival here in Los 
Angeles. I would not let them screen the movie, because 
they wanted to screen it before it was released, and 1 didn't 
want anyone to sec И before he reviews came out, which 
tumed out to be really good. People always seem to 
remember the young girl dancing withthe corpse of the film 
star and they always seem to talk about the lying сой: 
which killed people, That was very difficult to do, requiring 
a very light coffin, and а and scared our leading 
lady, Jennifer Starrett, who would ery before each shot. Her 
father was the famous director Jack Starrett [The Strange 
Jones}. М went out big in 
Europe, especially in France, where it played in fifty-plus 
theatres. И won second prize at the Avoriaz Film Festival, а. 
silver medal which 1 sill have. Roger Ebert, probably the 
тор American rii, called it a masterpiece compared to any 
other horror films of that year. The domestic distributor was 


Vengeance of Rosalie, Cleopat 


Satur Intemational Pictures and they bicycled seventy five 
prints from one theatre to another. It was bought by Vestron 
for video and it went out big, so much so that they offered 
те another horror movie called The Night Has a Thousand 
Eyes, but my line producer screwed up the deal by coming. 
in with а budget for $900,000 — $300,000 over the figure 1 
was supposed to bring it in on. The head of Vestron flew in 
from Connecticut said, "We told you it would have to be 
$600,000, what is this? They were furious. 1 could never 
the thing back on track.” 


Club Life and Midnight 


Nane's next venture was Club Life, aka King of he Cty 
(1985), a crime thriller about Cal (Tom Parsekian) a tough 
motocross racer who goes to Hollywood looking to become 
a star. He takes a job as a bouncer at а nig 

Hector (Tony Curtis) and gets sucked into underworld 
violence, But Hector is in trouble with the Mafia, having 
tumed down their offer for his club; Cal's old girl 

tums up with а drug problem; and his best buddy at the 


club is shot by local hoods. Should Cal stay, seek revenge 
and sink to the same level as his enemies, or get out of 
town and leave L.A. to the scumbags who run it? 

Club Life's big catch is Tony Curtis, who looks great 
here as the debonair, silver-haired Hector, trying to resist 
the blandishments of the Mob and keep drugs "ar arm’ 
ngih” instead of letting the dealers have free play in his 
venue, He's ably assisted by laconic Michael Parks as 

Tank’, the resident enforcer at Hector's bar. The starring 
role of Cal goes to neweomer Tom Parsekian, a handsome 
‘guy with a bad perm who had the looks but apparently not 
the luck to continue in Hollywood — Club Life was his third 
and final screen credit. The film is brisk and fairly 
diverting, although it was made at the height of the power 
ballad craze, meaning that histrionic FM soft rock plays 
incessantly. A scene that could have been touching, such as 
Tank's funeral inside the club, is ruined by some irritating 
rock chick belting out a tacky "requiem" that sounds ike 
Bonnie Tyler fronting Huey Lewis and the News. The 
whole thing plays like a cross between Fear City and 
Footloose. What hampers it is a flimsy storyline with litle 
in the way of character development, too great 
‘on mediocre dance scenes, and ап air of uncertainty 
revealed by a handful of needless voice-overs. Club Life 
ends fatuously with Cal dragging his junkie girlfriend out 
‘of the club, shoving her on the back of his motorbike, and 
heading back to small town life, leaving Sin City behind: 
although as anyone knows, if a junkie wants a fix, they t 
find itin Missoula if necessary. 
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Club Life is well outside the ambit of this book, but 
Vane has a few comments to make about it. He was 
especially 
implied that Tony Curtis had taken the role as a favour to 
the director; "Well, | remember it was the exact opposi 
he hadn't worked in about three years! We paid him 
$100,000 for a week's work! 1 was doing him a favour and 
he kept saying how grateful he was that had chosen him. 
Of course 1 was honoured to work with him, and he was a 
pleasure to work w 
bit of a drug addict, and there were times he would come 
down on the set and his nose would be all red, and he 
wouldn't let the make-up girl anywhere near him and I'd 
say, "Tony, look in the mirror! Look at your nose. She's 
gotta do something with it, especially since we're in colour. 
you're gonna look like Rudolph!” He finally did. Club 
Life made a lot of money, very litle of which I saw until 1 
stole the negative from the lab (CFI), hid it in the cellar of 
а friend and wouldn't give it to them until they paid me, 
Which they did, They came over to the US en masse 
some idiots whose names I won't even mention — and tried 
to have me arrested, They finally coughed up some serious 
money and then 1 gave them back their negative: which 1 
shouldn't have done, since they still owed me six figures, 
My lady partner stole the negative out of the editi 
when we were halfway through editing it, because the 
distributor said | was taking too long. 

їп 1988, a female friend of Vane's introduced him to a 
representative of the Sony Corporation. Vane showed them 
the script he wanted to shoot next, а horror-comedy he'd 
started working on in 1984, when it was called Vampira 
(or Vanpirelle, presumably in anticipation of legal action 
from the real Vampira’). By 1988, Vane had changed the 
title to Midnight for Morticia: be received the green light, 
and Sony agreed to finance the film for around a million. 
dollars Further hesitancy over rights issues resulted in the 
film eventually reaching screens as, simply, Midnight (not 
to be confused with the John Russo horror film of the 
same name), 

‘Midnight’ (Lynn Redgrave) is a manic, unstable 
hugely popular TV horror hostess, struggling to keep 
control of her brand identity and fighting off her опе 
manager and lover, now her arch-nemesis, Mr. B (Tony 
Curtis), who wants to buy the copyright to the “Midnight 
character and doesn't cate how low he stoops to get it. 
Meanwhile, Midnight (real name Vera Kunk), well into 
middle-age, falls in love with a leatherjacketed young 
stud called Mickey Modine (Steve Parrish), an aspiring 

or and Midnight" fan, who tums up late one n 
outside the gates of her Beverly Hills mansion and talks 
his way into her Spandex leggings. Watching over the 
various indulgences, rows and indiseretions are 
Midnight's housekeeper Heidi (Rita Gam) and butler 
Siegfried (Gustav Vintas). As Midnight comes unglued 
‘and paranoia bites, her relationship with Mickey is subject 
to pressure from Mr. B, who arranges forthe young stud 
to score a leading role in a new movie and then pays the 
female co-star, Angel (Karen Witter), to seduce him. 
Mickey, not the monogamous sort, screws Angel in 
Midnight's bed. When Midnight returns unexpectedly, she 
throws them out. One evening, before a big Hollywood 
party at Midnight's place, Angel is murdered in the 
swimming pool by an unseen assailant, Next to die is Mr. 
B, hanged by the neck. Has the vampish star finally gone 
over to the dark side? 


galled when a recent television interviewer 


h; although at that time he was still a 
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Midnight is genuinely oddball production, set in a 
word of low culture and high artifice. I's pitched at a 
hysterical level, with something that feels strangely real 
curled up inside the clichés: or is that itself a cliché? 
There's a reverberant,disorentating quality о the film that 
conveys the giddy paranoia of life in lala land; а story of 
actors hoist by their own petard, unstable flakes paid 
fortunes to fake it up, trying to work out what's real in the 
land of make-believe. Lynn Redgrave's performance is so 
soaringly OTT that you just have to pay attention, if only 
because the moment she walks onscreen you feel you may 
be about to sce the acting equivalent of a gruesome trait 
wreck. There's the weird, acid tang of something like real 
life lunacy to her performance. She plays Midnight as a 
bossy Barbra Streisand-ish diva, a Gloria Swanson-style 
‘egomaniae, а calculating Bette Davis gargoyle, and an 
Elvira-esque tolet-mouth all rolled together. What gives 
this grotesque a much-needed extra dimension is her 
underlying sadness and vulnerability. Midnight is getting 
too old for her own shtick; but it's all she knows, Without it 
she’s ‘Vera Kunk’, an ageing ham actress too identified 
with one role to get any more. Vane writes the love affair 
between Midnight and Mickey with enough subtlety to 
keep us guessing, along with Midnight, as to whether 
there's any real emotion behind Mickey's physical charms. 
assignations are of course well known in Hollywood: 
the older actress and the young, up-and-coming hunk 
looking for a way into the business. Midnight suggest that, 
in Hollywood, these real life melodramas are mired in their 
Screen echoes, In a strange way I was reminded of the 


Tony Curts n a scene бот Cub t 
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ns of Andrzej Zulawski (La femme publique and La 
fidélité whose work is often concerned with the 
porousness of life and ап, and the difficulty of locating 
iral than Zulawski, but 
evenfespecially in its trashy moments Midrieht has art to it 


truth, Vane is a lot less ce 


certainly more so than Club Life. The reason Midnight will 
probably remain a curate's 
is that Vane leaves it too long before adding a genre 


gg rather than a cult favourite 


dimension to his tears-behind-the-glitter tale. Two-thirds of 


the way in, murders happen. and we're somewhat brusquely 
deposited in the horror genre. The model is probably What 
Ever Happened to Baby Jane? in which Robert Aldrich 
Teck his time moving from melodrama to horror. Midnight 
lacks the inexorable grip ofthat masterpiece, but still Vane 
achieves something different and commendable. The fist 
time | saw Midnight I thought 1 didn’t like it at all... but it 
kept coming back to me. 1 couldn't quie say 1 hated it, and 
by second view 


liked it. On reflection, it conveys а 
cal shudder, thanks to the hall-of-mirrors 
story and Rederave's unsettlingly weird performance, and 
may actually be Vane's best film. 


true psycholog 


Says Vane: “Midnighr was based on Vampira and Elvira. 
We parodied both of them. Originally Karen Black was to 
have played the woman, with George Segal in the Tony 
Curtis рап. Karen Black, who is crazier than а loon, would 


call me up in the middle of the night and say, "I want to do 
this рап but 1 want her to have an accent! And 1 suid, "Why 


she's an American girl, there's no accent’ She says, “The 


‘original woman, Vampira, she had an accent I say, ‘Yeah, 


but she was from Germany or Hungary Karen, there's no 
accent She's from Brooklyn." So she quit" Vane next 
approached Lynn Redgrave, who said yes; but there were 
further complications: “George 
Redgrave I'm quitting. I'm not going to act with he It 
fumed out that Lynn's agent, who fired her, also handled 
Segal, and he seemed very mad at Lynn. He told George, 
"You're not going to work with hor? Lynn had a bad 
reputation at that time because she breast-fed her baby on set 
scandal, she was dropped by her agency. 
she was doing it ight on the set in front of about thirty or 


forty peopl, and it was a big story in the press. She was 
her After Karen and G 
quit, had a problem: Tony Curtis wanted $100,000, George 
Segal only wanted $50,000. In order to pay Tony 1 had to рау 
hat out of my salary so the movie could continue? 

Set in the 
glamour 


without an agent when I hir 


sh, rarefied environs of the Hollywood 
Midnight looks expensive and, if you share the 
tastes of the Hollywood movers and shakers of the late 
eighties, it exudes а class beyond its budget. Vane bought 
plenty of bang for his buck by negotiating to film in an 
enormous Beverly Hills mansion: “lt was owned by a рау 
German Baron." he explains. "We shot there for about three 
weeks, for about ten or fifteen thousand dollars a week. We 
had a terrible time with the neighbours because of the 
erator at nigh 


The police were called, we were 
threatened with fines, we had to stop shooting at two in the 
e hills the 


very top, а beautiful mansion, Stevie Nicks rented it afler me 


moming We were on a small street way up й 


for quite а while, at twenty five grand a month, She always 
made big mone g really wel at that time, 1 had a 
really big home up there, in what they call Birdland. 1 lived 
on Wi ght years. Stevie Nicks 
lived right down the street from me 


1 was doi 


ler Way for about seven ог 


Midnighrs plot bears similarities to the real-life circum- 
stances of its star, in а way that suggests Vane was again 
art and life as he had in his experimental film 
Fledelings. Midnight is embroiled in a bitter struggle with 
her ex-husband, Mr. B, who had also been her manager, ө 
the copyright to her screen persona. Says Vane, "Lynn 
Redgrave was married to this guy John Clark, there was а 
very nasty divorce. He was unfaithful to her with the maid 
who was also the secretary — he had a child with her. Lynn 
was so furious she kicked him out of her life, cut him off 
from ай of her money — he had been her manager 
penniless, the last 1 heard 

Vane feels that he got top dollar from Redgrave: “Lynn 
is terrific, in fact it is really her best performance ever on 
film. Many people have said this, but you judge for yourself 
Lynn and I are not very friendly, because the shooting was 
difficult. We had a lot of fights. There w 
cellar where the body was hidden and I wanted to cut it 
down to about seven or eight lines, there were about twenty 

nes, she said if you cut that I'm not gonna do it, she 

wouldn't come ош of her trailer. So 1 knocked on the door 
and said "Look, Lynn, come ош, we'll do it your way. But 
in the editing room 1 


blurring 


you have to understand that when 1 tet 
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can cut it ай ош, so lm just trying to save а lot of film now 
{ts just too talky. we don't need all those words. | wrote 
them, now I wanna take them out? But if you wanna say 
ет, you say ‘em, and И they're terrific and I'm wrong, 
they'll be in." And that finally mollifed her. She was very 
funny at times... In the restaurant scene | remember we were 
slow in getting started and she yelled, “If we do this in 
two takes, I'm gonna fuck Norman Thaddeus Vane!” And 1 
said, "I'm gonna hold you to it, to!” 
There were conflicts too with Tony Curtis, although the 
sso men got on well Vane found Curtis's propensity fora 
Hibbing easy to deal with, perhaps as а result of his own 
improvisational experiments on Fledglings. "Tony Curtis is a 
‘great actor who requires very li 
He likes to improv, he'll go ай over the place. sid to him, 
mind if you go off and improvise, but you got to 
ome back to the cue line cause if you don't the others don't 
‘One scene called for the veteran 


know when to come in. 
Hollywood legend, then in his late sixties, to be hoisted into 
the air by a noose round his neck: in reality of cours, with а 
hames, to stage the illusion of a hanging. Says Vane: When 
же hung him it was on a Saturday night, we were in Raleigh 
Studios, on Melrose here in Hollywood. We had a big 
soundstage for the day, but we had parking problems, make- 
up problems, people were fucking up; by the time we were 
ready to hang him it was after midnight. So he pulled me 

aside before the shot and said, “Listen, hate to tell you this 
but we're in Sunday, so i's double time, and I'm getting 
twenty thousand a day, so if you do this shot now, you owe 
me forty thousand,” So 1 took him for a walk and said, "Топу, 
don't do this to me. There's no way 1 can pay you forty 
thousand. We're over budget now, I've lost pretty much all 
ту director's salary, there's a penalty with the completion 
"bond people so if we go over budget it comes out of my 
salary, The only money I'm even getting off this movie is as 
the writer and part of being the producer. If you do this to me 
they'll take my writer's salary too! So he said, “Well I don't 
now, I'm just sticking to the rules and it's now Sunday." So 
T sid, "Топу, don't do this—1'l spread i 

you'll have a real problem working again if you do this. l 
ıa small town, Don't do it please, 1 beg you.” And he didn't 

Vane’ difficulties with Redgrave continued into post- 
production. He recalls, “Lynn did not show up for the 
dubbing. I had to dub a full day, five or six hours, it's quite 
expensive, usually about five hundred dollars an hour. We 
were all set to go and there was a miscommunication and 
she didn't show, so I got another gir who could do an 
English accent and she did Lynn's voice quite well, so it 
kinda worked out okay. The completion bond compa 
‘made me sue Lynn for two or three thousand dollars, the cost 

f the dubbing. We won the first time, but she — to my 
amazement — won the appeal. She kept telling the judge 
about her long and distinguished theatrical family, her sister, 
her futher Michael, and so on, and he was so impressed that 
he reversed the original ruling- The fact was she just didn't 
show up for the dubbing and we had notified her many times 
and a lot of money went down the drain." 

‘Vane completed his preferred cut of the film, bat it did 
mot go down well with the Sony executives. For its eventual 
video release, the film was cut down by nearly ten minutes 
Vane explains, "They decimated Lynn's scenes, cutting out 
‘most of the best ones. Gloria Morrison, the executive 
producer, said the reason she did this was because she 
wanted to get another deal with Sony and would do anything 
to get it, including destroying the movie, which she did. To 


Il over town and 
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Е 
More Than A Time Of Night. 
‘The Time When Comedy Turns To Fright! 


lynn Redgrave ls. 


noh 


A Devilish Comedy 


this day she doesn’t understand the damage she did sending 
"e negative back to New York to the distributors to cut up. 
like а herring. The editor and | were broken-hearted. The 
distributor was а foreign sales guy in charge of Sony, a total 
idiot. He insisted, in order to sell the film to foreign markets; 
y's est scenes, hor. 
emotional scenes, the love story: 

Midnight did at least receive a limited theatrical engag 
ment “1 showed it at The Royal, a very пісе prestigious 
theatre here,” says Vane. "We showed it there at midnight, 
and that was the best 1 could get ош of it, theatrically.” Th 
were even a few positive notices, such as this from the Los 


Mssy Angel Karen уй 
Michey Modine away 


оп cutting out four or five 


Angeles Times: "The film is fascinat 
top so totally, so deliriously in every way possible." 


g for going over the 


Taxi Dancers and After 


“Pilts ате bitter: rope can give. jumping is scary: fuck it, ГИ 
live." = Sparkle, Taxi Drivers 


Dorothy Parker's words, updated for the early nineties, are as 
brilliantly cynical as ever, but Dorothy never had to sit 
through Taxi Dancers. By a long way the worst film in Vane's 
career, this is the sort of movie Joe Eszterhas must have been 
watching on late-night cable when he wrote Showgirls; but if 
only Taxi Dancers had one-hundredth of that film's energy. 
Waterlogged in softcore muzak, inertial to tbe point of coma, 
it hovers around the idea of sexy lapdancers without ever 
geting close to the action, like a cheapskate punter with 
nothing but five dollars in his pocket and a will to waste time. 
Beneath the sexy trappings is a dour warning that this is 
prostitution and thus “a bad thing” for a gal to ger into- 
which may or may not be true, but is hardly enough dramatic 
meat to hang your hat on. А host of averagely pretty chicks 
strike up relationships with handful of averagely handsome 
guys, while being menaced by two of the cinema's least 
convincing hoods (and boy. is shar crown contested...) 
Meanwhile, the more conventional client 
the ugly rich — are conspicuous by their absence, Seemingly 
built around the availability of a genuine L-A. nightclub, Taxi 
to offer visually except the tired glitz of 
an off-duty bar. Only Robert Miano as the bar owner suggests 
he might be capable of delivering something better; as for the 
Tes. supporting roles in Red Shoe Diaries would seem about 


Midnight makes a pers 


for such dives — 


chee Hass), and Star 


şe liit. Is ай а Jong way from the experimental drive of 
Vanes early work, and lacks either the exploitation verve of 
The Black Room or the idiosyncratic pene awareness of The 
Horror Star and Міт. 

Unfortunately, o fari has proved to be the ast Norman 
Thaddeus Vane movie to reach our screens. Not that the 
director, now in bis seventies, has given up trying: "At the 
тоте, I'm working on a story called The Magical Ponies, 
which is in the Harry Potter genre It was a near miss at 
Dreamworks. They had lunch and meetings on it and passed, 
probably because I'm with а small agency now and not with 
William Morris, as | was for twelve o fifteen years. When 
ту agent there, Bil Hart, got fired they dropped me too. My 
best shot at a production at this point is a political thriller 
called Cuba Libre which is with a lady producer in Florida 
who has а lot of contacts. | will be the writer on this one and. 
also one of the producers, but will not be directing, although 
T should. Then there's The Ram, with Tapestry Films 
currently wrote it as a book, which is awaiting publication. 
A real horror film: I'm hoping to interest Lynn Redgrave. It's 
about a cult in Hollywood. A young girl who was a former 
member of he cult has an affair with a New York writer who 
moves out to L.A. She woes back to the cult, is murdered, and 
comes back as a spirit and kills all he members of the cult" 


Stop Press: As of spring 2007, Vane is due to start 
shooting a horror comedy called You're So Dead, starring 
teen heartthrob Nick Carter of The Backstreet Boys! The 
story concerns a cemetery where the dead are able to take 
over the bodies of un tors. Maybe there is yet 
another chapter to be added to Norman Thaddeus Vane's 
horror legacy’? 


17 Rachman, a Polish Jew who Dod the Nazis and came to riti 
during the war, became notorious for a scam in which he would buy 


“Злые properties where siting tenants paid Fed rents, then use 
intimidation tactics, such as moving deliberately rowdy neighbours 
io adjacent rooms, to drive them ош: afier which thanks to 
Conservative housing policy in the Ше fies, he was fee 1o increase 
pu 


as be ld. He would cram West Inda immigrants into 
the properties and charge them extortionate amounts fr he privile 
and since Hack people at the time loce frequen racim fom 
property-owners, they were stuck wih him. Rochman was Van's 
landlord t La Discotheque, and it was only when Rachman ran into 
the Krays in 1960 that he met his matsh. In an amu 
Krays extoted tom the extonionist, seing their heavies on 
Rachman's thugs. A am emollient, Rachman “sold” the club 
Esmeralda's Bar to The Kray, although he dda actually own i and 
simply steamrotlered Stefan de Faye, he actual owner и the tme, int 
ing up. Rachman died in 1962 ofa hean atk, the timing of which 
led many о suspect that he had faked his own death and absconded 


2 Report to he London Evening News at the time as £51000. 


The whol thing gained ап extra dimension when пазуха 
ehm went mainstream in the 1990s lending to а hideous bran of 
alsart-andno-spank ‘eroticism? that had more to do with looking 
"icy i igh than anything approaching the bedroom. 


3 Vampira was born in Finland. 
$ How twisted ie it that while movie after movie wants the 
leading lendy to go topless or nude, a soon as she pulls ош her 
breast to fed a baby the des iso 
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Raising The Child 


Robert Voskanian & Robert Dadashian 


The Child (1976) 


_A tre ches Alene Ра Mac laure! Bare 
is hired as governess for Rosalie Nordon (Rosalie 
Cole), a little girl who lives with her father Joshua 
(Frank Janson) and older brother Len (Richard Hanners) 
їп а remote house in the woods. There's something а 
litle odd about the Nordons: Rosalie’s mother died 
recently in mysterious circumstances; Joshua Nordon is 
‘off his rocker; and strange little Rosalie herself is in 
contact with zombie-like creatures who live in the 
cemetery, As kind-hearted Alicianne tries to reach out to 
the child, Rosalie demonstrates psychic powers, 
summoning "friends" from the graveyard to do her 
bidding. First to suffer Rosalie’s wrath is nosy neighbour 
Mrs, Whitfield (Ruth Ballan), followed by a thieving 
gardener (Slosson Bing Jong). Finally, Rosalie turns her 
attentions on Alicianne, who must flee for her life as the 
zombies attack. 

If, like me, you're a sucker for off-the-wall horror. 
movies, The Child is а real treat It has а beguitingly 
deranged amateur feel, unleashing a cache of scary 
cadavers in the last twenty minutes and packing the rest 
of the running time with strange music, wild camera 
angles and warped acting. It has that unpredictable 
‘quality you find in the best seventies exploitation, where 
weird digressions and non sequiturs lurk at every tum: 
For instance Mrs, Whitfield, the old lady who lives near 
the Nordons, and who by rights should be a peripheral 
figure, exceeds the mundanity of her role thanks to Ruth 
Ballan’s eccentric performance. Some might call her 
terrible, but for me her stilted line readings help to loosen 
the viewer's grip on reality, so that the camera, tilting and 
weaving like a sick sailor, can send you sliding into 
oceanic disorientation. As you fall, you'll perhaps hear 
‘music that sounds likes Liberace playing for Bela 
Lugosi's stage show, accompanied by the wounded 
shrieks of a synthesizer — if so don't worry, it'll pass; just 
relax and enjoy it. 

“The score by Rob Wallace and synth rocker Michael 
‘Quatro nurtures The Child's strange aura from beginning 
to end. Wallace's lush, overly-dramatic piano arrangement 
(like a cross between the Love Story theme and Carlo 
Rustichelli's music for Mario Bava's The Whip and the 
Body) sounds freakish next to Quatro's ancient synthe- 
sizer with its primitive swoops and snons. The effect îs of 
а bodice-ripping melodrama being invaded by creeping 


а The Child 


isis, When the smoke machine kicks in and the 
nera goes Dutch, so too the music cuts loose into free- 
form freak-out, not unlike the more extreme Morricone 
recordings: the combined effect is a heady brew of 
experiment and cliché, amateur and avant-garde. The 
acting further contributes to the film's unstable energy: 
the “bad actors аге not simply wooden or inexpressive, 
they're if anything (oo expressive, too broad and 
emphatic. The instability of the performances is 
heightened by extensive use of post-synch dubbing 
adding an extra layer of dislocation 
‘We're carried along like this for nearly forty minutes 
without really understanding what The Child is about, It's 
justa fever dream and refuses to become a normal movie, 
You feel immersed, like poor Alicianne staggering 
through the foggy woods at the start of the film, but to 
‘what end and in what dramatic current is unclear. Plot and. 
‘characterisation are minimal at best; Alicianne has 
problems" in her past ("The death of parents when a 
child в very young... it leaves you feeling so alone.") but 
‘we don’t hear too much about them. She's troubled 
enough to sympathise with creepy, unfriendly Rosalie, 
and that’s ай we need to know: it explains why she 
doesn't just bolt for the next train out of town. But much 
of the back-story remains abstract. Rosalie's mother was 
robbed and killed, Len explains: possibly by tramps. 
Rosalie tells Alicianne that her mother was fascinated by 
the powers of the mind, which suggests a flair for the 
paranormal passed from mother to daughter. These 
comments are almost thrown away, and the film is all the 
better for it. Writers often tell the viewer too much, 
to the 
Nordons' crazy lives and departs at the end of the movie 
really none the wiser, just a great deal more frightened. 
1's not storytelling but disorientation that is the key to the 
film's pleasures. When we're thrown the curveball of 
telepathic empathy between a child and the denizens of 
the local graveyard, we're inclined to accept this insane 
idea: not because it's coherently elaborated, but because 
"ve been lost in the fog for so long we're ready to 
believe anything! This brand of straight-faced narrative 
absurdity is something 1 particularly like, maddening 
lough it may be to students of the dramatic arts. The 
Child's disconcerting oneiri shiver is intimately bound 
ир in its lack of sense 
‘Admittedly, there's not a lot going on ata thematic 
level; at least nothing 1 can put my finger on. I've 


Rosale (Rosae Coie) gowers at e леш 
aria n The Child, Rober Vos 


decus ta seed hors sey 
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‘eamestly trawled the subtext and still can't find a 
sideways comment on Vietnam, the Kennedy assis 
nation, Nixon’s impeachment, or the fuel crisis. So much 
Tor horror as social commentary... I's possible that the 
name Rosalie Nordon was intended by writer Ralph Lucas 
as an allusion to the oceultist and painter Rosaline 
Norton, but the significance is minimal. The script breeds 
Night of he Living Dead with the possessed child of The 
Exorcist (although it pre-dates Carrie and The Omen) and 
‘operates almost entirely as a horror amalgam; and yet for 
те there's a fascination beyond the sum of the parts. The 
movie makes a virtue of its cheapness and its variable 
acting, while adding truly bizarre and imaginative images, 
like the scene in which Alicianne dreams she's dancing in 
the graveyard with a scarecrow. We're not even sure quite 
where we are in time. The old cars Alicianne and Mrs. 
Whitfield drive suggest the 1940s ог 7508, and Alicianne's 
occupation reminds us of Henry James's celebrated 1897 
novella The Turn of the Screw. Unlike the neurotic 
narrator of James's tale, however, Laurel Bamett's 
Alicianne is a gentle innocent (in fact she's rather more 
like Rosie Holotik’s unfortunate Nurse Beale in S.F- 
Browneige's Don? Look in the Basement). Her lack of 
worldliness or cynicism makes her more child-like than 
‘the child” herself. Rosalie, on the other hand, has a 
slyness and sense of mockery beyond her aye; like The 
Turn of the Screw, The Child taps into paranoid fears 
about the secret malice of children. Fortunately, Alicianne 
finds an ally and a witness to the horrors. Not for her the 
Jamesian burden of proving that her young charge has 
been corrupted — Rosalie's brother sees the monsters 
attack, and accompanies the terrorized teacher in he 
Aight from the undead. The plotless miasma lifts at last, 
and the story suddenly jumps into fourth gear, adopting a 
‘chase and escape format, A gentleman's word of warning, 
though: if you prefer proactive females, the sort who are 
unfazed by blood, horror and violence, you will have to 
look elsewhere for your Amazonian jollies ~ Alicianne 
proves to be an ankle-twisting hysterc in the grand old. 
tradition (in fact Barnet’ frantic screams suggest that 
Voskanian was looking to The Texas Chain Saw Massacre 
for inspiration). 

The Child climaxes with а siege, as Alicianne and Len 
seek refuge from the zombies in an old industrial 
building. It's a blatant steal from Night of the Living 
Dead, with an added kick — the couple find their bolt-hole 
attacked, not just on all sides, but through the floor as 
well (Romero's film reserved the cellar as sanctuary). I's 
essential that a zombie film should come to this, with 
humans barricading themselves ineffectually against а 
relentless barrage of the living dead. Hands reaching 
blindly through boarded-up windows while the living 
huddle inside is an image of nightmare clarity, and 
although it was originated by George Romero it's well 
worth recycling = if you going to steal, steal from the 
best. The Child may not stand as tall as Romero's 
formidable Nighr or Dawn, but 1 can think of few 
examples of why the independent US horror scene 
worth investigating. Yes, The Child is illogical, it trails 
loose ends like spaghetti, it's not ‘about’ anything 

пап, But by hook or unconscious crook, Robert 
Voskanian, Bob Dadashian and Ralph Lucas created a 
film of twilight lunacy, one that — for all is cheap and 
cheerful production values — i soaked in the borderless 
confusion of dreams. 


Robert Veskanian 


bert Dadashian 
Interviewed 


+1 was really surprised to leam that there are still people like 
yourself, who remember my movie.” — Robert Vaskanian. 


he otherworldly weirdness of The Child seems to exist 

‘outside of time, and it's difficult, at least at first. to 
imagine what its makers might be doing today. As it tums 
‘out, both director Robert Voskanian and producer Robert 
Dadashían are very comfortably ensconced in the real world 

‘Voskanian is currently the owner of The Stock 
Exchange, a nightclub in Los Angeles. The building was 
originally built by Italian sculptor Salvatore Cartaino 
Searpitta in 1929 to house the Los Angeles Stock Exchange 
(t closed during the Great Depression in 1931). Voskanian 
bought the building in 1997, and made his mark immedi 
ately: for instance, he designed the club о be entered not 
through the front, but through the back doors, via an alley, а 
deliberate style choice inspired by several classic New York 
nightclubs. Inside too, he made his own mark, having 
designed the interior of every club he's owned. He has been 
active in the nightclub business since leaving college, when 
а friend offered him a partnership to purchase а club on the 
Westside of LA. called Bootleggers. He leamed the 
business fast, and soon expanded his domain, approaching 
the management of the prestigious Bonaventure Hotel in 
Los Angeles with а proposal to establish a nightclub there 
too. Recently, he as signed a long-term lease for the 
Million Dollar Theater, built in 1918 on L.A.'s South 
Broadway. He plans to book concerts and theatre produc- 
tions, and tum the lobby into a cafe 

Dadashian has remained attached to the film industry, os 
а post-production supervisor for Family Home 
Entertainment (allied to Artisan Entertainment) overseeing 
picture and sound editing, and graphic design. Both men. 
were happy to discuss their one and only entry into the 
horror film history books 


Robert Voskanian was bom in Tehran in the 1950s. His 
mother and father were Armenian but moved to Iran shortly 
before he was bom. "We were Christian, so we had our own 
school, church and our own community,” he says, “but in 
general Persians respected us and let us do our own stuf.” 
Voskanian’s father was in the cargo trucking business, and 
his uncle on his mother's side was the noted Armenian artist 
Azik Vasken, whose intriguing semi-geomerie paintings 
hover between abstraction and figuration, “Actually he was 
not a painter "til later on in his life," Voskanian recalls. "As 
a kid he was a genius, in fct he was so good that the 
Iranian government sent him to France to leam 
mathematics. After he graduated he went back to Iran for a 
short period of time, he 
became a professor 

After graduating from high school in Tehran, the 
seventeen-year-old Voskanian moved with his family to 
America, arriving first in New York and then heading for 
California, In Los Angeles county he enrolled first at 
Whittier College to study business, then joined Columbia 
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College in Hollywood, as a Film Major, И was there that he 
hooked up with Robert Dadashian, forging a friendship that 
would lead to the making of The Child: “I met Bob 

Dadashian while 1 was going to Columbia, We became good 


rends, and fter we graduated we formed a small company 


called Panorama Films. We did а few litle projects here and 


nd of course Panorama Films was not making 
another job in order to рау 


лу bills, as 1 was married then. The film school was good 


for its time, it was more of a ‘hands-on place, We always 
had small projects happening that we used to shoot on 
mm. At Panorama Film we made a couple of small 


raining films, and also edited twenty minutes of 


documentary for Yamaha International, but there wasn't 


ough income so had to get another job working for 
ank of Ameri 
"Robert Dadashian, producer of The Child, was bom in 
Germany in 1946, His family moved to the United States in 
950, settling first in Philadelphia, then moving west to Los 


Angeles. The young Robert was quickly drawn to the 
cinema by the early low-budget horror filins of William. 
Castle and Re 

ibility to make films on a low bud 


Corman: "What fascinated me was their 
t that were surprisingly 
well done,” he says. “I always knew that 1 would pursue a 

career in the film industry. F attended Columbia College in 

Hollywood in 1966, | was fortunate to be taught by experi 

enced teachers who were actively working in the motion 


picture industry. Years later 1 returned to Columbia to teach 
Meat 

discovered that the two were of the same ethnic ori 

{although German by bith, Dadashian is an Arm 

name). “This brought us together" he explains, "but most 


Robert Voskanian there, he. 


motion picture cdiin 


mportantly we had common goals and interests. Working 
with him was very comfortable, and whenever conflicts 
occurred they were quickly resolved." 
After leaving Columbia, Dadashian worked as а film 
ditor at Waren Miller Enterprises, producing documen- 
ries on skiing and surfing. When he and Voskanian set up. 
Panorama Films, they had hoped to become self-sufficient, 


Put the training film and corporate documentary market was 


ady jam-packed. If the two friends were to make a mark 
they would have to do more than scratch a living in 
stile. И was time to consider building 


Whilst hovering at the fringes of the film industry. 
Voskanian and Dadashian noticed a small, black-and-white 
its low budget 
As Voskanian recalls: “While we were at film school there 
as a movie out called Night of the Living Dead, which 
ade lots of noise: everybody was talking about how some 


orror flick that was making waves des 


guys from somewhere in the Midwest made this movie, a 
s. with very little money. After Bob and 1 saw the 


sovie we told ourselves we too could make an independent 
ded that а horror movie was 

е best choice. We put an ad in The Hollywood Reporter 
for a horror movie script, and we had lots of replies. One 
that got our attention was a screenplay by Ralph Lucas 
called "Children of the Night. Bob and 1 liked the script, 

se next day we called Ralph, and told him that we liked his 
screenplay and we wanted to make it into a movie. But we 


w-budget movie, and we de 


could not 


у him up front - instead we offered him a 


е of the film. He agreed.” 
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Robert Dadashian expands on what he and Voskanian. 
saw in Lucas's script "Ralph Lucas was a serious artist, a 
hard worker and very reliable. He always came through 

with the rewrites and always met deadlines. What drew me 
to the theme was the plot from the film The Exorcist. As 

il, in The Exorcist a little girl was possessed by the 
Devil. tried to modify the same theme by having a young 


irl overcome by telekinesis. The litle gil in our film 
utilised her powers to avenge her mother's death, She 
controls zombies through telekinesis. 

With a script in hand, the next step was to look fora 
od cinematographer. Voskanian called Mori Alavi, а 
friend from film school, who agreed to shoot the movie 


stove Cassi post 


below: Ore ot Ri 


under the same terms as Ralph Lucas. "From ther, 
explains Voskanian, "we put more ads in The Hollywood. 
Reporter asking for a cast to actin a low-budget horror. 
movie without pay, against part ownership of the movie. We 
were able to put our movie together without any upfront 
m Il this we put a 
budget together for raw stock, lab work, equipment rentals 
and so on, and we asked our family and fiends о help us 
produce the movie. We were fortunate enough to raise 
money to start the production this way. 


at to the cast ог the crew. Aft 


Gesta 


The Child was apparently shot during 1973 and 1974 for 
around $30,000, at several locations in Los Angeles: Culver 
City, Boyle Heights and Montebello. 1 say ‘apparently 
because, unfortunately for those seeking to pin down the 
exact chronology of the production, both Robert Dadashian 
about dates, The 
‘onscreen copyright date for The Child is 1976; however, in 


and Robert Voskanian are extremely vagi 


the book Gods in Polyester, lead actress Laurel Bamet 
speaks confidently about The Child, claiming that it started 
shooting in late 1973 and continued throughout 1974, Even 
when we consider that Voskanian and Dadashian began 
showing their finished work to potential distributors in 
1976, it would still seem that The Child went through rather 
station. Voskanian is puzzled by this: "I really 
don't remember the dates. 1 a didn't iake 


almost positive 
us from ^73 to 76 to finish the film but why the. 
1 can't recall." 

+ Voskanian does recall the circum 


locations and shooting: "Most of the interiors were shot in a 
house that was built around the early 1920s and was at that 
time the property of the city of Los Angeles. We talked to 
housing department and they told us they were planning 
‘and build low cost rental housing there. We 


to demolish 
asked them if they would lt us shoot our movie inside the 
house without а fee as we did not have much of a budget 
they agreed if we would provide them with liability 
insurance, which we did. Some of the other interiors were 
shot at Bob Dadashian's parents house, For our exterior 
shots there was а huge ой field that was the property of 
Standard Oil Company. We approached them, told them that 
we were shooting a student film, and asked if they would be 
kind enough to let us use their property. They agreed and 
gave us permission to shoot on their oil fields. It was a great 
opportunity because on their property was this old house 
which we used as the exterior of the Nordon house. Also, 
there were lots of trees and bushes that we were able to use 


for the cemetery and other exterior shots." 
Voskanian and Dadashian prepared the shoot rigorously 
то stay within their means, Voskanian remembers, "When. 
we got the okay from Ralph for his screenplay, we made а 
production board in order to come up with a shooting 
schedule, and also rentals and ultimately 
When it came to doing the shooting on a day-to-day basis, 1 


shooting budget 


transfered ай the scenes onto four-by-six inch cards and 
that's how I knew which sce 
for every scene | had to shoot 

1 asked Voskanian what aspects of the filmmaking 
process he was most involved with during the shoot: “ 


ies I was shooting. I had a card 


very much involved with camera angles and the general 


mood of the film, with both the technical and also the 
performing end of it, 


were shot hy me with a second camera, with Mori shooting 


i a matter of fact all hand-held shots 


Dadashian adds: “Mr. Alavi was from 
ıd he had an avant-garde flare for c 


enhanced our film.” 


The casts abilities vary wildly, although much of this is 


to the film's advantage when it comes to establishing an 
centre mood. Voskanian admits: "Our cast was mostly 
amateur because no professional would work in а movie 
‘without getting paid. The one with he most experience was 
Frank Janson, 1 had fun working with him, he was easy going 
and followed direction fairly well The one person 1 had a 

‘of problems with was Ruth Ballan. She was originally a stage 
actress and when she started acting in the movie, she was 
acting as if she was on the stage, exaggerating every scene 


had to slow ber down, and constantly remind her that there 
are close-up shots in the film, or when you walk, walk 
natural, you don’t have to project things, the camera will 

it for you. Even though Rosalie Cole had never acted befor 

1 had an easy time with her, I think she followed directio 
well and with some training she probably could have beer 
good litle actress. Laure! Bamet had done some stage acting 
before, and from time to time 1 also had to remind her that 


she was in front of a camera, not on the stage, but overall 


was not dificult to work with. Richard Hanners was a quiet 
person and that was reflected in his acting. Slosson Bing 
Jong was а classmate of ours, | don't remember where was 
he from. After the movie was finished 1 only saw Rosalie 
‘once, and Richard twice. The last time 1 saw Richard he t 
me that he was giving up acting and moving to Washingt 
ate, also saw Laurel Barnett on television once (she had 
small part on а TV show). Mori Alavi moved back to Iran 
you remember, at the end of ihe movie we had а lot of rame 
listed as crew, but there was no crew - we made up those 
names! The crew was me, Bob Dadashian, Mori Alav 
maybe a few other people helping us, just because they 
оп a movie set! Ralph Lucas too, he was a nice person. h 
helped us a lot during the shooting, mostly keeping track 
the dialog continuity. We met [special effects designer 
‘Owens through a friend, he was getting divorced and he 


didn't have anywhere о stay, so we let him sleep in our 
office temporarily, He claimed that he could do the make 
for the zombies and also the special effets, Me and Robe: 
‘ot having anybody for our special effects, agreed to hi 
proposal and it tumed out that, for the budget we had, b 

а fairly good job. Every zombie took about a couple oh 
то do, we usually scheduled the zombie shoots at the end 
‘our day. The movie was supposedly set in the 1950s, but we 
didn't have an ап director or any custom design, so we. 
some money to the cast and let them buy their own clothes 
en wore what they had available" 

After completing the shoot, the two friends were 
completely out of money, as Voskanian recall: "Bob an 
started to edit, and we got all the way to a work print and s 
dialogue track, at which point we started to show the movie 
жа dual projection system, meaning at one side was th 
work print and at the other the dialogue track. Perhaps г 
‘or three people looked at it, and Harry Novak was the 
who liked the movie - he said he would forward the mo: 
to finish the film and would distribute it too, At that time 
were very happy that our movie was going to be finished 
in the theatres. Not being business- mind 


was going to pla 
at hat time we didn't pay great attention to our contract 
were just happy that our film was going to be released. We 

poser 


put another ad in The Hollywood Reporter for a c 
do our music track and met [composer] Rob Wallace 
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Dadashian remembers that: "[Wallace] had access to 


Michael Quatro, who did the opening theme to Rollerball 


1e was very proficient in synthesizer music. Quatro and 
Wallace collaborated о achieve the most fitting score 
Voskanian however has mixed feelings about the result: “In 
the beginning I liked 
inished soundtrack. But Harry Novak said he thought the 


js music but 1 was not happy with the 
sie was fine so | had to agree with him. 
School (Hard Knocks) 


Harry Novak quickly changed th 
dren of the Night to The Child, and in 1977 the movie 


las hit theatres. Voskanian recalls: "The movie played in 
ly 1,200 to 1,300 theatres all over the United 


atre, | guess I didn't have 


е nerve to sce it with the general public. | went to а few 


егез and watched people going inside, but I never went 
The movie did okay, but when the monies started 

этип in to Boxoffice International we found out that, per 

bur contract, we had a very small cut of that income. We 


sever made any money, and we were only able to pay part 


‘of the money back to our investors. If I knew what 1 know 
id гуп 


deal than we made then; but then 


е a different distribution 


gain, unless you have a 


solid project, or you have a rame, they would take you for a 
Fide, so you should consider the deal as а stepping stone 
My expe 

frustrating. 1 feel that we never received а fair shake. 
Distribution was a nightmare. The producer reports that we 
received were from regions that were small payoffs. We 

vet received reports from the larger regions that 
obviously eamed more. The film played throughout the 
United States and Europe, to the teen market 

The film was cer 


Dadashian concurs ience with Harry Novak was 


nly marketed well. James 


director of Don? Go in the Woods and sound effects editor 


оп The Child remembers the genesis of the iconic, much. 
reproduced artwork for Harry Novak's release campaign: 
The Child s artwork was done by Rocky Schenck, who 
followed Bill Paxton (Twister) from Texas to L.A., where 
they both worked for Peter Jamison." Bob Voskanian and 


Bob Dadashian connected with Rocky Schenck at 
Bu 
my introduction. 


ow A [Bryan's post-production house] by means of 


Me Wet (R 


Resale playing 


Len (Richard Hamers! 


Rosate. 
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So is Voskanian pleased with the movie, in retrospect? 

Nes, and 1 will tell you why. I've read lots of comments. 
that different people wrote about The Child, the majority of 
them knocked the film and made fun of the cast and even 
the director; but the majority of them, at the end of their 
comments, said ik 


it or ‘I recommend you to see i 


Someone even wrote they d like to sce а remake of The 
Child. As the director of the movie, 1 know what went 
wrong: we simply did not have enough money to make а 
good movie." Dadashian says: “ was very pleased with the 
end result because it reflected all of our work. The Child 
helped form a few alliances. И helped me get a job as a post 
production supervisor at Family Home Entertainment, who 
were the first video distributors of the film. 

Sadly for fans of The Child 
DDadashian and Lucas never worked on another feature 


trio of Voskanian, 


together. Lucas clocked а few more sereen credis: he wrote 


play for Planet of Dinosaurs (1978) by James К. 
Shea, with stop-motion effects by Doug Beswick: adapted 
Zipperface (1992), a comic murder-thriller by Mansour 
Pourmund; and wrote the screen treatment for The Boys of 
Celthock О (1992), a gay-themed prison drama adapted by 
Lucas from a stage play of the same name, 

Robert Dadashian worked as sound editor on several 
features, including: Richard Sarafian's Street Justice (1989); 
the David Duchovny back-catalogue entry Julia Has Tivo 
Lovers (1991); erotica specialist Philippe Blot's Born Wild 
(1995); and The Sweeper (1996), by the indefatigable 
Joseph Merhi. James Bryan also recalls that Bob Dadashian 
edited his sci-fi comedy Sex Aliens (1987). Dadashian is 
now a back-room boy, working post on numerous produc- 


tions for Family Home Entertainment. 
Rober Voskanian still harbours а desire to direct again, 
o we must hope and pray he gets the chance: "At the. 


present time I'm into the nightclub business, but at the same 


time I'm writing a horor'suspense thriller called The 
Sea - hopefully I will be able to make it into а m 
sometime in the future, The film is а suspense thriller, п 


of which takes place underwater I's a survival game 
between some recreational wreck divers, as they come 
to face with a group of killer divers inside а sunken ves 
sunk by the US coast guard (of course there is a lot 


happening than this one inel)" 


1 er aretehes from Gus Tk 
Es (1978) to Victor Savas Jee 


Saison’ art iting си 
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Who's the Ghostest 
with the Mostest? 


The Films of Fredric Hobbs 


Troika (1969) 


"Where Fellini is deified, Kenneth Anger respected, and 
Andalusian Dog considered а classic, Hobbs willbe hailed 
asa genius. Squarer technicians will acknowledge him as a 
big spender, a wild but talented modem artist, set decorator, 
costumer and sculptor, а disciplined film craftsman, not a 
bad comedy director, and possibly mad as a hatter.” 

Variety; Nov 1969, 


An apocalyptic fantasy that creates а sustained crescendo of 
excrutiating intensity.” — San Francisco Chronicle 


here's itle to prepare you for Troika, an extraordinary 

piece of an that comes straight out of left field. It's 
variously а wild and weird exercise in symbolism, a glimpse 
of late sixties political foment, and а visit to another world. 
Along the way it provides a humorous portrait of Hobbs 
himself, and a sardonic commentary on the processes that 
stand in the way of making ап cinema in a country more 
routinely interested in popcom entertainment 

Okay, so this intro sounds а litle grandiose. But Troika — 
particularly in its extended third movement ~ comes at you 
‘with banners fluttering, a phalanx of mysterious heraldry, 
and the pomp of alien orchestras blaring 
‘eel away at the end, straining for superlatives. So to let the 
‘mist and madness subside and the mind refine its bearings; 
what exactly is Troika? 

То begin with, it's a film about creation, The first thing 
we see is a brightly lit blank canvas, maybe ten feet square, 
occupying the entire field of vision, Into the frame comes 
Hobbs himself, striding with coiled yet calm purpose to the 
centre of the sereen. With swift and steady application be 
attacks the canvas, pulling from the nothingness а shape and 
form, a violent tableau. A female figure reclines against 
nothingness, extending an arm from which hang faces and 
forms of flayed humanity. A bird (an owl?) sits triumphantly 
astride the extended arm, above the horrors dangling below. 
It's partly a quotation of Goya's "Great Deeds! Against the 
Dead!" (one of his "Disasters of War! series), but its ver 
Hobbs, and it's also a magnificent coup de ёй, a fantas- 
tical painting produced in real time before our eyes. Picasso 


no wonder you 
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had а reputation for similarly rapid work (and Rolf Harris of 
course), but with the camera rolling and fiim being so 
expensive the scene demonstrates Hobbs's absolute 
confidence in his ability. You can't help but be impressed by 
such a clear statement of intent — and it's also an inspired 
way of suggesting that the film should be considered "as one 
with’ Hobbs's fine art endeavours. 

Troika (a group of three in Russian) then develops into 
‘three individual shor films, set within a framework which 
charts the encounters of filmmaker Fredric Hobbs (playing 
himself) with a Hollywood producer ~ one "Gordon 
Goodloins’ (Richard Faun). After his telephone calls are 
ignored, Hobbs leaps from the bushes and literally rugby- 
tackles the wealthy Goodloins in his own driveway. Thus 
girded, he relents and grants Hobbs a conversation. The two 
men sit in the bath together discussing cinema's relationship 
to art and life, while a mariachi hand, also crammed into the 
bathroom (and led by Carlos Santana's father, José), plays 
along. Goodloins suggests that Hobbs's dreams of art 
cinema are unrealistic when set against the tastes of the 
‘general public. "Do you know how many movie theatres 
‘there are in this country?" he sneer 


"Do you know how 
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many ari museums there are? When they stop building 
movie theatres and start building art museums, then Hobbs, 
then talk to me about art.” The conversation tums to the 
interests of youth audiences: Goodloins tells Hobbs he 
should modify his dreams by engaging with contemporary 
reality. "Grab the minds of the young people, Hobbs, and 
you grab six figures a year" he says (a theme that would 
reappear in Alabama Ghost. Hobbs approaches Goodloins 
‘one last time, but he drives off in his limousine, dismissing 
art out of hand, dubbing it ‘garbage’ and snapping, "Stop. 
trying to feed garbage to popcorn eaters. What follows is 
the funniest image in Hobbs’s cinema, as he chases the car 
down the street, running like crazy and waving his fi 
yelling, "Up yours, Mr Goodloins!" 

These linking scenes are amusing and cleverly scripted. 
They demonstrate the director's artistic self-conseiousness 
and give him a soapbox from which to attack Hollywood 
small-mindedness, mock the high-life fakery of the 
establishment, and position himself as а visionary outsider 
What saves ай of this from selfaggrandizement is that 
Hobbs plays Hobbs without grandstanding; he acts more like 
an anxious private investigator than an artistic giant, which 
dives him great likeability. And when it comes to show-not- 
tell, his unique visual artistry requires no further hype.. 

‘Although the three shorts that comprise the majority of 
Troika have no onscreen names, they can loosely be referred 
toby the following titles, which Hobbs uses in conversation: 
Film One: The Chef 
The Chef plays out like an alchemical ritual, with a mad 
соок (Hobbs again), chef's hat on head, indulging some 
‘unimaginable culinary experiment, Hobbs, virally 
unrecognisable under Aztec-styled face-paint and a bizarre 
false nose like an insects proboscis, throws various symbol- 
ically loaded items into а giant brass tank full of brown. 
foam (actually a brewer's vat în a brewery), It seems at first 
as if the chef is enacting а kind of “ereation/deconstruction 
of the self, set to a whimsical, surrealistic soundtrack not 
unlike the incidental music for The Beatles Yellow: 
Submarine, or the later episodes of The Prisoner. It so, it's 
undertaken in a distinctly satirical vein, mocking either the. 
sanctity of selfhood or the “deep and meaningful’ processes 
of symbolic art itself (it makes you wonder what Hobbs 
would do with Alfred Jarry s absurdist Uu plays), А sir 
lifeless homunculus made of clothes, its “face” entirely 
swathed in bandages (referencing, says Hobbs, the enigmatic 
“Soldier in White” in Joseph Heller's Catch-22), is plundered 
for ingredients (three strips of Air Force decorations) and fed 
with bakerlite shrapnel from smashed 78epm records (on the 
prominently displayed ‘Vocation’ record label). Not content 
with symbols alone, the chef then dances a tango with a 
heavily painted young woman before tossing her into the vat 
too. The rose she has held between her teeth is the last thing 
to go the chef gazes at it sentimentally, then tosses it in 
anyway A written text is brandished at the camera declaring 
that after the Emperor Nero, the US Air Force now holds the 
record for ‘kitchen Пате, giving an unmistakeable whiff 
of Vietnam-era critique to the otherwise hermetic 
proceedings. As Hobbs himself served in the Air Force, the 
scene in which he tosses Air Force decorations into the vat 
‘an be seen as his symbolic disengagement with the military 
‘objectives of he ra, and the whole thing can thus be said to 
double as a metaphor for US militarism: "I don't know what 
‘that one's really about," admits Hobbs when asked about 
The Chef, "except that it's an anti-war statement.” Hobbs, 
who presides throughout the wide-angle weirdness, ducking 


and diving like а macabre children’s entertainer, ends up 
inside the metal cauldron to, laughing like a lunatic 

making this dense and rather disturbing piece fel like some 
Chincse-box depiction of madness. Hobbs suggests another 
reading, which is that the actions of the chef have all been 
predicated on destruction - all is consumed and destroyed 
чий only selfannihilation or madness remain. In its ironic 
play with images of creation and destruction, its use of Air 
Force trimmings, and bearing in mind the sel-consciousness 
‘of the wraparound scenes, 1 found myself looking for an 
autobiographical element (although Hobbs told me there was 
no intended significance to the fact he played the chef 
himself). Whatever the reading, Hobbs his the ground 
running with а genuinely bizare and arresting short, 
photographed with startling clarity and invention by his 
regular DP William Heick. 

Film Two: Alma Mater 

The second short film could be termed an “Expressionist 
documentary about the student demonstrations of the lale 
sixties. The sequence contains footage shot at a student sit- 
in, taken both inside the college amid tired or downcast 
students, and outside where the police amass threateningly 
on horseback. Hobbs, doing his best to сох ош the implicit 
violence cinematically intercuts between the veritê tension 
ofthe documentary footage and images from his own 
artworks, drawings with a Goyaesque violence inspired by 
the infamous Kent State riots seen on TV, as well as by the 
footage Hobbs himself shot (he confirmed to me that he 
drew some of the pictures before and others after the film 
shoot), This documentary passage (the marvellous drawi 
excepted) would fll into the “dll but worthy” ca 

it not for more of Hobbs's inventive Expressionist theatrics 
Ina white walled space (defined as а schoolroom by a 
handful of props) а dunce-capped teacher bangs a gong- 
aller which a succession of more and more absurd lessons 
take place: one lecturer demonstrates а black inflatable 
beach-mattress concealing a bevy of frogs and toads; and a 
economics class takes place before the painted legend "God 
Bless the Gnomes of Zurich! (the ‘Gnomes of Zurich" being 
British Labour prime minister Harold Wilson's term for. 
manipulative Swiss bankers) The surrealistic classroom. 
dotted with toilet seats and chatse-lomeues instead of chairs 
is populated by students with thickly painted Caligari-esque 
faces who eventually boo the dunce-capped teacher out of 
class, Most impressively of all, a hillbilly singer (Elmer 
Moore) performs the traditional hobo song ‘Wabash 
Cannonball" against a bare wall, continuing to lip-synch as 
the recording grotesquely slows down — a scene that 
prefigures the surrealistic performance motifs in David 
Lynch's cinema. Alma Mater may be the slightest of the 
three shorts in Tika, but it only looks that way in relation 
to the others that fank it; and basically nothing could 
‘withstand comparison 1o what comes next. 

Film Three: The Blue People 

“Fred. if you дот like this world that we lve in, why don? 
1's here, with this challenge to his creativity, that Hobbs 
takes Troika ino the stratosphere. А fantasical biped, its 
mask-like face nodding within a carapace resembling some 
wondrous beetle, takes a joumey by old-West train. The 
creature (end credits refer to it as the Bug Man: its onscreen 
name is Rax) disembarks to walk the hills, before being 
attacked by a savage seen burning a chicken with a 
blowtorch. Beaten with а stone axe and left for dead, the 
Bog-Man staggers to à beach and collapses, twitching fecbly 


Nightmare USA 


whereupon a deep reddish-orange woman emerges from the 
жа pushing a sculpture mounted on wheels. She attempts an 
erotic encounter, caressing the Bug- Man and fingering his 
wounds, but as he lies there unable to respond she ends up 
plessuring herself instead. Perhaps the encounter was not so 
me-sided afier all; as if rejuvenated, we then see Ках enter 
an ige-cave, where he encounters a black Shaman called the 
Atenuated Man, а seven foot tall giant who speaks in drast 
ally slowed-down Arabic. As red smoke billows through the 
'e and the Shaman shares his vision with Rax, another 
Hobbs sculpu 
ceiling. creating an effect halfway between ossuary and 
church (the three figures, blue faced and dead, are clearly 
corpses post-crucitixion), Meanwhile, cutaways have shown 
a myst 
through strange, alien countryside. Comprising a phalanx of 
Blue People’ carrying banners and accompanied by a 
strange vehicle (Hobbs's "Trojan Horse? car sculpture), they 
are suddenly joined by Ras. Seemingly embraced by the 
blue people as a saviour, Rax is escorted in regal splendour — 
yet a sadness envelops proceedings as we cut to scenes of a 
‘rain passing through a ghost town, from whose empty 
wooden houses blue and purple people either stare, wave, or 
shake their быз. The procession arrives at a railway 
terminus, and amid a collection of ancient earriages and 
railway ephemera, Ках leaves by train. The blue people 
wave goodbye and the film comes full circle, with the 
departure as point of arrival. final enigmatic shot me 
Rax with the Three Thieves in a shadowy tableau. 

As can probably be gleaned from this synopsis, the Blue 
People segment of Troika is а trasure-chest of visual riches 
and symbolic enigmas that has to be seen to be believed, The 

only point of comparison 1 can make isthe work of 

ndro Jodorowsky. but Hobbs is basically out on his 
own here, creating a mysterious realm populated by 
astonishing anomalous constructions and conveyed through 
‘exceptional dreamlike imagery. Every element is unique: the 
landscapes are either hauntingly alien or like desolate 
fragments of a decayed past, Hobbs shot some scenes in an 
honest-t-goodness California ghost town, Collinsville, by 
the Sacramento Delta. One breathtaking long-shot was 
obtained by marching the Blue People down a country path 
between fields bumt black by a 
(ironically, the Blue People were actually played by a group. 
of Berkeley student activists whom Hobbs had rigorously 
drilled to march in step!) 

Asil 
Trotha boasts astonishingly effective music (composed by 
ihe director himself with his editor Gordon Mueller) which 
sets the tone for this new world. The two men created a 
ritualized musical environment not unlike LaMonte 
Young's Theatre of Eternal Music, а drone music that 


Three Thieves", protrudes from the ice- 


rious procession making its way who-knows-where 


the visual imagination on offer were not enough, 


suggests all the journeys of mankind. Hobbs uses slow 
drumbeat and a backwards musical tone, ebbing and 
ined here and there by gongs and 
cymbals, or Japanese pipes, or strange arabesques from an 
arly synthesizer. For nearly forty minutes this remarkable 
score creates an elastic, suspended moment in which the 


flowing timelessly, 


hic, mysterious action unfolds. 
Along with the vivid sound design, Hobbs also 

inleashes his extraordinary colour sense. The final act of 

Troia is an orgy of deep, vibrant hues; cobalt blues, rich 

purples and glowing reds applied to the faces and bodies of 

his cast, and of course the sculptures themselves. Hobbs has 
з effect created a moving painting ога three-dimensional 
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animated sculpture, incorporating machines, found objects. 
skies, fields, trains, derelict houses and human beings. The 
oftstated desire to merge art and reality finds a credible 
praxis here. As the imaginary occupies the rel, Hobbs's 
Sculptures are set free to encounter each other in a world 
beyond galleries, exhibition spaces, or museums. The cast 
тоо enter a world defined by Hobbs's ап, being encased in 
his sculptures or smothered in his paint. I's ineredibly 

naginative: at a time when optical solristion effets were 
so popular (as a de rigueur indicator of psychedelia, it's 
refreshing to sce someone take colour and apply it directly to 
the actors; in other words, changing the reality before the 
camera not after it, Rather like Antonioni, who had swathes 
of grass painted red to suit his needs in Л deserto rosso, 


Hobbs enters the real world with his colour (and with less 
disrespect to the environment!) 

Symbolically speaking, it's the sort of odyssey ale that 
leaves doors wide open to interpretation. A young boy, seen 
from time to time staring out of a train window, may hold a 
key to the structure ~ perhaps ай this is his 
Vision of his intemal life? Religious themes are clearly 
apparent ~ Rax for instance seems to be accepted as a 
saviour of the Blue People, albeit a departing one, The 
Arabic statements of the Attenuated Man, chosen without 
knowledge oftheir meaning at the time, аге slowed down, 


with Hobbs as our 24fps spirit-guide? Either way the 


experience is unique: so stand by, борат, druggies, aci. 


heads, and trainee magicians: Alabama’ Ghost is 
carat mindwarp. 
Hobbs hits the ground running with an opening nar 


about good and bad Zeta Energy tht, frankly, renders th 


upcoming proceedings as clear as mud. You feel as if 1 


acid is coming on oo fast. Onsereen, a night-time cityse: 


roils in superimposed smoke, curling through the air like 
dope fumes from some imaginary spliffhead in the fror 
Afer a jazz number called "Who's the Ghostest with th 
Mostest? performed by The Turk Murphy Band, the story 
follows the fortunes of a young black man called Alab 
(Christopher Brooks) who, while working as handyman 
San Francisco theatre, accidentally smashes a cellar w 
with his f 
leading to a treasure trove of stage magie props belo 


lift truck and discovers а secret passage 


the deceased "Carter the Great (E. Kerrigan Pres 


Despite warnings from Carter's ghost (yes, we're dealing 
Penn & Teller), Alabama dec 

exploit his discovery for personal gain, embarkin 
successful tour as а freaky West Coast stage magician 


with the spirit world, n 


King of the Cosmos’. Along the way he makes an en 


the magician's alleged sister, "Granny" Carter (Ken 


Grantham), and meets Otto Max (Ste 


besuited majordomo with a Terence Stamp deme 
an accent midway between Liverpool and the Caribb 
Max becomes Alabama's manager, declaring. "Sun 


here ИХ at,” and he's unfazed when Alabama mention: 


anipulation almost to the point of obscurity, bur — Сапегу ghost, sneering, “If Carter ever shows up 7 
io Hobbs they tum out to be Koranie statements him into Miami for the squares." Also interested in A! 

of Universal Brotherhood. The blue faces recall certain is media Svengali Jerry Gault (Ken Grantham agair 

rituals of the Navajo Indians, and the Attenuated Man is pallid skin is a clue to his real identity 

clearly a Shaman, so like Jodorowsky's films, Troika strives Alabama‘ Ghost is unique in its relation to the ho 

towards a multi-faceted religious symbolism in which genre, thanks to the director s background in avant; 

Christianity (most clearly present in the "Three Thieves’ and design. Drawing on his previous work in sculpture 


sculpture) takes its place asa single card ina kind of multi- mixed media art, Hobbs populates the movie with 
denominatio 


rot deck. anomalous constructions and costumes: Alabama's ca 
With a shot f the painting 


we saw at the start now ‘example, is ап enormous sculpted edifice, sprouting b 


completed, Hobbs leaves the studio, and Troika ends. The like protuberances and embellishments. The vehicle, с: 
version that Frederic Hobbs has allowed me to see is still not — "Trojan Horse’, was first used in Hobbs's 1963 work 
the “final cut, but t's already apparent to me that this is an ирите, à concept whose origins lay in what he refe 
important, original work by an artist of genuine vision. as, "ancient religious processions and self-propelled 
"While his subsequent movies veer between astounding nd tableaux”. These “parade pieces (includi c 
frustrating, Troika is his masterpiece, and its eventual release Tiree Thieves and the Trojan Horse) wer 


оп DVD should be awaited with the utmost anticipation. imaginative way of removing ап from its museum. 
environment and bringing it to the attention of a mass 


Alabama's Ghost (18 audience, “in the circumstances of everyday life,” as he 


it. His driveable ‘art vehicles were exhibited in a trave 


1 have to admit was writen under the show entitled The Highway, which crossed the USA fr 
т influence. 1 don't mean the hard stuff; по acid, or heroin, or San Francisco to New York City in 1964, and “Trojan F 
Ausser Ghost speed: just the occasional boule of wine or two. There are ın also be seen in his debut feature, Troika. 


advantages to this — the odd leap of inspiration, greater ln tems of design, and the director's wildly 
ИИ есу And there are drawbacks: go too far and you unpredictable way with a story, Alabama $ Ghost is a 
lose clarity. Knowing where to draw the line is not always wonderful хи generis experience, amalgamating hom 
easy: and of course edit the results the following day motifs, theatrical stylings and counterculture satire їп 
Judging by Alabama s Ghost, Fredric Hobbs would call оғ demented bricolage. No one makes movies like Hobbs: 
ту next-day rewrites chickenshit (In fact, he confirmed o — is probably the most unusual, idiosyncratic director in 1 
те that he never rewrites his scripts, an artistic choice that Бой, and it's а shame that this, his strangest and most 
coincidentally aligns him with the Beat writer Jack genre assemblage, is not more widely known, 
Kerouac.) His stories positively delight in devil-may-care However, this is not a film without dificult 


fights of fancy. This presents difficulties when interpreting. modem audience, The таса 


pect of the film is, to s 


his work. Should we try piecing the ideas together looking least, ambiguous (which led to difficulties finding 


for an overall standpoint? Or ‘relax and float downstream’, audience оп the film's release). The title suggests that 


as The Beatles recommended in "Tomorrow Never Knows", will be central to the story, the Souther state of Alabam: 
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being, at the time, virtually emblematic of racism. You 
wonder t first if the “ghost is meant to suggest America's 
bad conscience. But Hobbs is not concemed with making 
easily digestible racial statements, His disdain for 
didacticism is admirable, but it means that the film's racial 
congruities take enigma to the point of frustration. Carter 
ihe ghostly magician is white, and Alabama has stolen his 
secrets - is like reversal of white trumpeter Roy Castle 
stealing black Voodoo rhythms for his jazz band in the 
Amicus horror film Dr. Terrors House of Horrors (1965). 
Cartcr's ghost wams of dire consequences if Alabama gocs 
ahead with his performance, and when Alabama protests. 
Caner cries: “Silence, black man! Heed my warning!" 
Alabama replies, in a kind of bizarre pre-echo of 
Ghostbusters, "I ain afraid of no white racist ghost!” So 
Tar so strange, but when Caner retorts, "Your ambition will 

mamiate the planet!" one's mouth hangs open in 
amazement. For a white racist ghost to lecture a black man 
on the evils of global greed is so skewed a concept tht it 
‘enters the realms of the surreal. Alabama s Ghost arrived just 
а year after Melvin Van Pecbles's Sweer нее осі Baad- 
Азза Song, and in а climate where such angry black 
"movies were finding an audience, the checkerboard 
detachment and unaligned ambiguity of Hobbs were 
massively out of step (an occupational hazard, 1 suppose, 
when your work marches to the beat of a different drum). 

Hobbs is an intelligent, globally-conscious artist and in 

по way a bigot, but it can be hard, certainly on first viewing. 
"o work out just what Alabama's Ghost is saying about race. 
‘What emerges after фе dust has settled is a sor of allegory in 
which the black man is herded by white commercialism, and 
‘his own opportunism, into trading with the devil. The racial 
angle is given a further twist when Alabama runs off to the 
shanty town where his mother lives, chased by a black female 
vampire whose face is painted purple. One's mind reels, and 
the films of José Mojica Marins feel just a gravestone away. 
Terrified, Alabama arrives at Mama's house, and promptly 
suffers a seizure (here, Christopher Brooks offers perhaps the 
only realistic performance of the film, going beyond his 
studied theatricality elsewhere to offer a glimpse of a 
plausible mental breakdown). If the viewer is expecting the 
weirdness to let up now; though. they're mistaken. Mama, a 
resolutely sensible woman in appearance, says: “There ain t 
no vampires livin’ here in this tow. Why; the only vampires | 
heard about moved into the city afier Prohibition. ” Just as 
we're about to ascribe a terminal weirdness o the film, we 
see Voodoo paraphernalia in Mama's kitchen. She's not crazy 
she's just hip to metaphysics. What's strange, hough, is the 
way this excursion into Alabama's racial heritage is then 
deployed. Voodoo could have offered Hobbs a means of 
engaging with a black audience: after ай, in а story about 
‘magic, starring a black man being haunted by а powerful 
‘white magician, Voodoo offers racial empowerment, But 
Voodoo does not raise the character's consciousness: after 
partaking in Voodoo rites (and some Brazilian-style psycho- 
surgery’), Alabama believes he can repel Caner's magic, and. 
чо ploughs on with his intention to offer Carter's disappearing 
elephant trick to the villainous —and very white - Gault, It 
tums out that Carter's wamings are correct; by ripping off 
Carter's act and allowing ambition to blind him to Gaul’s 
roe nature, Alabama very nearly does “contaminate the 
planet” and almost destroys himself to boot Just to cap it all, 
it's Carer, not Alabama, who sorts out Gault, in a weirdly 
heroic finale. I guess it's no wonder black audiences declined 
to embrace the film. 


Who’s the Ghostest with the Mostest? 


Blaxploitation, horror, psychedelia, pop satire... How 
about some scii? you're probably asking Not to wor 
Hobbs has covered this angle too: а scene where Опо Max 
briefs баш! is fuuristcill surreal, with ps and whirrs 
‘on the soundimek, flashing Tights and bizarre technology in 
the set design, and faceless goons hanging around in freaky 
sunglasses, like something from the weirder episodes of The 
Prisoner. Coincidental echoes of Patrick MeGoohan's TV 
allegory can also be detected in the extensive use of wide- 
angle lenses and the obsession with global media control 
While the word "hip" is used repetitively between Опо and 
‘Gault in a way that recalls Alexis Kanner in The Prisoner 
episode, Fall-Out. Technology is used here to suggest 
onto and surveillance, the dominance of the masses by a 
handful of media moguls. W's a produet of is time in this 
sens, with its vision of the Global Village as Global 
Brainwashing Machine. 

Зо what is Hobbs saying about the counterculture? The 
vampires hand ош free dope at a conce where Alabama is to 
play to the word via TV satellite link-up. They intend to 
transmit their malevolent spell worldwide during Alabama's 
жа. Heavy... “Free admission to all who want to come," says 
Gault, Master Vampire of Media Hall In a film of relentless 
mixed messages, this is perhaps the most damning comment 
of all. Gault he voce of commercialism. Yet when is time 
to mount Alabama's great spectacle, he specifies that entry 
should be fie, declaring. "wnr the world to see an ocean 
of bodies. like а great human tidal wave." What is this saying 
about the treasured late-sinties notion of free festivals, what is 
it saying about the whole hippie dream? The notion of 
everything for free” was espoused in particular by a faction 
of hippies called the Diggers, who set up shops in which all 
the coments, including food, drink, and works of an, were 
free. Criticism of the hippies has more commonly centred on 
their willingness to sacrifice these high ideals. Gault has this 
to say: “This is much greater than gate receipts. 1 wam their 
Bodies = their minds will come later." Such a pointed reversal 
of free your mind and your ass will follow”? suggests a 
irector truly at odds withthe coumereulture, a fully paid-up 
member of he awkward squad: rather like Derek Jarman, 
whose punkily anti-punk film Jubilee (1977) gave many 
safety pined members of the Blank Generation a more 
elective dose of alienation thun their Sex Pistols records: One 
thing's for сепа: Alabama j Ghost is no simple pleasure-fest 
for stoned drop-outs! 

Whatever the political implications of Hobbs musings, 
his approach reveals a deeply nonconformist sensibi 
you can tell from the movie's antagonistic, contradictory 
tone: acting in Alabama’ Ghost veers from crazy comedy to 
malevolent parody: allegory jostle with surrealism; and in 
sequences like the one in which a pack оГ vampires suck 
blood from giris tied screaming to а rickety wooden 
conveyor belt system, Hobbs visualises truly dreamlike 
variations on familiar themes, You sense a frec-thinking artist 
in full low unencumbered by notions of how things are 
supposed be done. What's more, his antic sense of humour is 
never far away: ап areh, satirical style ts everything into a 
‘carnival whirl of half-glimpsed ideas and leering exagger- 
stion. Some viewers may find the film's eccentricity a line 
doc close to the studied wackines of, say, Frank Zappa, but 
it's nonetheless defiantly out of the ordinary. Heroically 
oblivious to the trail of wrecked convention he leaves in his 
wake, Hobbs goes his own sweet way without giving an 
inch, either to the commercial pressures of genre, or the 
constricting seriousness of art cinema”. 
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Godmonster of Indian Flats (1973) 


‘A sheep farmer called Eddie (Richard Marion) is Пеесей of 
his gambling winnings after falling in with the wrong crowd. 
during а boozy celebration in Reno, Nevada. Experimental 
biologist Dr. Clemens (E. Kerrigan Prescot), recognising the 
luckless fellow as a neighbour, drives him back home to his 
flock. Drunk and exhausted, Eddie falls asleep with his 
livestock. During the night he experiences a strange vision, 
and discovers a mutant sheep embryo in the pen. Dr. 
Clemens retums the next moming to check on Eddie, with 
his assistant Mariposa (Karen Ingenthron) in tow. Eddie 
shows them the mutant, and Clemens insists on taking 
back to his lab for analysis. Meanwhile, а businessman 
called Barnstable (Christopher Brooks) comes to the nearby 
town of Virginia City, trying to persuade the townspeople to 
sell their land rights to a major mining corporation owned by 
the shadowy Rupert Reich. The Mayor, Charles Silverdale 
(Stuart Lancaster), and his ally Philip Maldove (Steven Kent 
Browne), who have their own nefarious plans for the region. 
meet with Bamstable and tell him that his offers are not 
welcome, When Bamstable insists on saying in town, 
Silverdale and Maldove, in cahoots with the local sherif 
(Robert Hirschfield), stage the accidental shooting of a dog. 
and blame it on the visitor: Afler a phoney dog-funeral, 
staged in the local church, Barnstable finds that people in the 
town ate no longer prepared to listen to his propositions, 
Maldove takes his vendetta against Barnstable a step further. 
and frames him for attempted murder. А lynch mob descends 
оп the police cell and drag Barnstable off to be killed by a 
shadowy group called “The 601 Society, but he escapes and 
makes for Clemens 's laboratory. Meanwhile, at the lab, the 
mutant sheep is growing rapidly. Clemens theorizes that 
phosphates from tur-of-he-century mining techniques have 
combined with mutant sheep DNA to produce this new 
creature, a theory that also explains various myths about 
mine-monsters dating back to the 1890s. As the vigilantes 
converge on the area and Bamstable tries to gain entry, the 
monster breaks free and rampages across the country, 
destroying а gas station and scaring children. It’s finally 
hunted down by a posse of cowboys, dragged into town at 
the behest of the Mayor, and exhibited to the townspeople in 
з cage at the town rubbish dump, However, Silverdale has 
betrayed everyone by selling out to Reich's corporation. In 
бшу. the townspeople trash everything. including the 
monster, ший Silverdale is ей alone. ranting on a podium 
overlooking the dump. Far away on the opposite hillside, 
yellow phosphate gas emerges from the soil and enshrouds a 
pair of grazing sheep. 

"Thanks to Something Weird's DVD release, Godmonster 
of Indian Flats is probably the best known and most widely 
distributed of Fredric Hobbs's films today, which is ironie 
considering that Gadmonster went virtually unreleased back 
in 73, except for a couple of L.A. screenings (see 
interview). In fact its commercial failure brought Hobbs’s 
film career to an end. Looking back at the four films Hobbs 
made, however, its strange lo think it was this one that 
failed to get distribution, because in many ways it's his most 
conventional movie, with acing of a far more ordered kind 
than the chaotic, satirical declamations seen in Hobbs's 
previous movies: It's also tangibly more accessible in its 
Subject matter; small-town corruption juxtaposed with 
monster-movie mayhem. Where Alabama Ghost has four 
‘or five themes jostling for attention, Gadmonster has a 
parallel montage structure that charts he petty villainy of 


Silverdale and his cronies alongside the birth, development. 
and eventual destruction of a monster The film could si 
be ranked along with Bill Rebane's The Giant Spider 
Invasion, in which religious revivals in a small rural town 
fail to respond to an attack of mutated spiders. 

Soa normal, regular B-movie from Fredric Hobbs? Г 
teasing. of course: Once you actually watch the thing, yos 
realise that i's as far-out and idiosyncratic as his other i 
and as stubbornly resistant to formularisation. Hobbs 
ıa diptych, with the monster theme set alongside a political 
‘lot exposing the venality of the town's most influential 
‘citizens; although there's no direct causal link between the 
financial exploitation perpetrated by Silverdale and the 
appearance of the creature, the two stories vibrare against 
each other in a resolutely unclichêd way. Mining techie 
from the heyday of the Comstock Lode are responsible for 
the mutation, and the im can be seen as an indictment of 
big business pollution, reaching all the way hack to the go 
rush. The theme of greed is mirrored by the actions of 
Clemens, who thirsts for the scientific glory he hopes will he 
his when he reveals the mutant sheep to the world. Is 
commonplace in monster movies for the monster to 
represent some current evil, whether it be nuclear radiation 
(Fiend Without a Face), or environmental pollution 
(Godzilla vs. the Smog Monster), Hobbs embraces the 
format, taking a pop at a symbol of American big business 
ву having his monster destroy a gas station; a concen for 
the world's dwindling resources that allies the film with 
Hobbs ecological track record, as expressed in his “Art 
Eco" paintings and sculptures, 

Now, to the monster. If you can't love this shambling. 
ungainly mound of iur and bone, tottering through the 
countryside like a giant elderly drunk in a roning Каап, 
then you simply have no soul. Some have apparently chided 
the construction, claiming it's unprofessional, or 
unconvincing. but it seems to me that the whole point of 
designing a monster is to come up with something we 
haven't seen before, What would be the point of sculpting 
another Creature from the Black Lagoon? Another King 
Kong? The best sereen monsters positively revel in their curm 
unlikeliness: that's why even the rock-bottom budgeted 
Robot Monster has an ineffable charm that you simply can't 
ignore. Ifa monster looks implausible, that's a major plus 
Bearing in mind, anyway, that i's а mutation whose growth 
has been artificially speeded up, i's hardly surprising that it 
looks as if i's going to fall apart at any second. Surrounded 
by humans who're seeking to exploit it for their own ends 
The Godmonster (never named as such in the Ип) becomes 
the only real focus of sympathy in the film. Even a character 
like Bamstable is simply а lackey working on behalf of big 
business. He may be the victim of scurrilous allegations by 
the mayor, but he's also out to secure the sale of private land 
holdings to a major corporation — so he's far from the 
Everyman hero one might expect. It's typical of Hobbs that 
his characters are never drawn with a view to establishing 
conventional rapport or identification Bamstableis probably 
the nearest thing to a lead character in the story, in terms of 
screen time atleast; and given that he's the only black man 
in a town run by corrupt whites, you might expect him to 
assume some vaguely eric function. That such a 
condescending use of race never materialises is testament to 
Hobbs's unsentimental approach to character. 

Godmonster of Indian Flas is a film of indelible 
images. The setting evokes the American past, courtesy of 
the town of Virginia City. maintained as a tourist site where 


Nightmare USA 


the 1800s live on. Is the sort of production value that 
would add millions to a film budget if you had to start from 
scratch, and it demonstrates Hobbs's canny knack for 
choosing "found objects! (in Alabama s Ghost the expensive- 
looking magic props, in Godmonster a whole town) that add 
iste to the quality of the finished work. Hobbs also gets 
maximum visual interest from his monster: in one of the 
film's most mind-bending sequences, Mariposa, ostensibly 
the Professor's assistant but actually a sort of loopy flower 
child, tries to communicate with the escaped mutation by 
dancing with it on a hillside, in a slow-motion sequ 


that’s psychedelic in quite the strangest way. Then there's 
the scene in which the monster staggers onto the manicured 
lawn of a well-to-do household, terrorizing а group of 
happily picnicking children, Perhaps the strongest, most 
pointed (and poignant) imagery of the film is concentrated 
in the final act, as the Mayor unveils the recaptured monster 
im a cage at the town rubbish dump, declaring that he is to 
charge admission for a glimpse of it. As the symbolic en 
point of human greed, the rubbish tip is a fining climax for 
Hobbs's ecological allegory and the townspeople's uncere- 
monious destruction of this ‘Eighth Wonder of the World" 
when they lear they've been conned out of their land 
(another sign of Hobbs's unsentimental way with narrative) 
suggests how litle time people have for wonder and 
amazement when they're focused purely on self-interest. 
Godmonster, a story about manipulative businessmen and 
corrupt science, ends up indicing the whole town; it would 
i from 


seem that the ominous curl of yellow smoke emer 
the soil of a neighbouring field signals just desserts for the 
whole greedy com 
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= Fredric Hobbs 


= Interviewed 


Hobbs approach to film courts comparison to Fellini in 
sweep and style, to Bergman in concentration and intensity 
and to Truffaut in the whimsical use of plagiarism and 
paraphrases of old movie classics and in deft juxtaposition 
of moods and genres, all adding up to a kind of one-man 
American New Wave.” = Rolling Stone Magazine 

redric Hobbs is first and foremost an artist, specifically 

а painter and sculptor, and he has maintained a presence. 
n the ап world from the 19805 to the present day. By 
red just four years, 
from his debut, Troika, in 1969, to his swansong, 
Godimonster of Indian Flats, in 1973. W's worth bearing this 
in mind before consi 


contrast, his film directing career s 


ring his movies, which, for all thei 
abundant qualities, are best seen as а wild, feverish 
digression from his fine art work. 

Hobbs was Бот 30 December, 1931 in Philadelphia. Не 
graduated from Cornell University, where he obtained a 
Bachelor of Arts degree. After serving as an Air For 
Officer he maintained а studio in Madrid, where he attended. 
the Academia de San Fernando de Bellas Ares. Since the 
late 1950s, when he moved to San Francisco, his work has 


been committed to issues of spiritual and environmental 
consciousness, Between 1960-69 he founded the San 
Francisco Ап Center, the city's first integrated ‘live-and 
work’ real estate for the creative professions. He himself. 
conducted master classes there, as well as directing a 


art program, with studio classes in drawing, advanced. 


San Francisco, He was for a while the С 


irman of the 
Department of Fine Art at Lincoln University, San 
Francisco. He even opened a shop for a while, called 
Fredric Hobbs Fine Aris 


Hobbs wonder 
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Inthe early 19705, he pioneered an ап form he dubbed 
Ant Eco’, combining environmental technology, fine ап, 

solar architecture and interactive communications, with the 

aim of pointing the 


to an ecologically balanced 
lifestyle. One-person exhibitions of his pioneering artworks. 
have been held at museums and galleries, including: the 
Museum of Science es; The San 
Francisco Museum of Modem Ап; Califomia Palace of the 


Legion of Honor; the Sierra Nevada Museum of Ап; and 
other venues in New York, San Francisco, and Los Angeles. 
Numerous works are represented in the permanent cole 
tions of the New York Museum of Modem Art; the 
Metropolitan Museum of Art, New York: the San Francisco 
Museum of Modem Art; the Fine Arts Museum of San 
Francisco; the Oakland Museum of Art; and the Sierra 
Nevada Museum of Art 

In April 1984 Hobbs suffered injuries from a major 
automobile accident, requiring lengthy convalescence - un. 
experience which inspired a new “Pacific Series of Art Eco 
{cons and drawings. In 1988-89, he co-produced four PBS 
Network Programs, under the group heading. Taiwan: The 
Other China. Since the mid 1980s, Hobbs has been at work 
оп Favrfture, a kind of video notebook featuring thoughts 
‘on modem culture, commentary on environmental and 
political crises in modern life, and recontextualized 
Fragments from his movies. He is also the author of several 
books that combine portfolios of original artworks with text 
exploring both his ecological concems and the history of his 
beloved Monterey coast 


Tri 


Hobbs's first involvement with the moving image came in 
1967, when, in collaboration with filmmakers Ron Bostwick 
and Robert Blaisdell, he assembled a documentary called 
Trojan Horse, recording the public unleashing of Hobbs's 
parade sculpture" of the same name. Hobbs drove his 
Trojan Horse? - actually a Chrysler chassis with newly 
sculpted bodywork bolted over the top, turing the vehicle 


into a phantasmagorical bonelike constuction 
America in 1964 (И ean also be seen in all its 
Hobbs's later film Alabama’ Ghost)? 

Feeling drawn to the cinema after this collat 
Hobbs decided it would he worth taking over the directo 
reins entirely and making his own film, drawing on his 
design and sculptural skills to fashion a full-length dean: 
Feature. The result was typically uncategoriable: a three 
рап avant-garde surrealistic comedy with polemical asides 
and documentary footage, called Troika (1969). 

Hobbs describes the film as, "a miracle play — but 
underground.” He reserves. 
film's final segment, saying, “Each section gets strar 
and more interesting until the last рап really takes о 
Sadly, as yet Troika remains unavailable both on video 
DVD. Hobbs is determined that this should remain the 
until he has secured the right deal, and until he has finie 
re-editing the film. Like his neighbour George Lucas. he 
obsessively motivated to correct perceived f 

ts original 
version. I's very much to be hoped that he will one d 
soon settle оп a satisfactory version, so that audiences ces 
sample the source of his cinematic vision and perhaps 
better understand how to approach his later, more nar: 
oriented work. 

Shooting the film, and all of Hobbs's subsequent 
screen endeavours, was Kentucky-bor William Нек. 
Heick was a film photographer in the US Navy during the 
Second World War, who moved to San Francisco in 
and became embroiled in the burgeoning experimental fe 
scene. Heick worked with another San Franciscan die 
Sidney Peterson, the avant-garde short filmmaker, betwee 
1948 and 1953, He met Hobbs in 1962, and warmed 
him as a friend and also an artist of vision: “Hobbs f 
are sorta unique, they don't fit into any category" he says 
This laconic observation is atypical understatement бос 

helped guide the 
The two men 


is greatest satisfaction for the 


original, and refuses to release Troika 


Heick, whose steady technical h 
wilder visions of Hobbs to thes 
а strong creative alliance that persisted all the way to 
Godmonster of Indian Flat and their friendship has lastei 
to this day, First, though, came Hobbs's scattershot send 
up of the sexual revolution: without a doubt the oddest 
movie ever paid for by veteran exploitation producer Ham 
Novak, 


The Sexual Revolution and Its Discontents 


Roseland (1970) is the sort of film that could get you 
kicked out of he room on your ass if you showed it to yous 
friends during an acid trip. Isa bit like The Rolling 
Stones Their Satanie Majesties Request: it might сет We 
a tippy idea to begin with, but aft 
ready to Kill someone 

E. Kerrigan Prescot is Adam: a man addicted to por 
raphy to the degree that he actually steals film prints of 
pomo movies, dressing in disguise and adopting the m 
of The Black Bandit’, In one of the film's more am: 
conceits, we leam that Adam became fascinated with 
pernographic imagery through his early exposure tothe 
work of Hieronymus Bosch, in paricul 
Earthly Delights. V you're wondering what the bell 
sleazeball like Harry Novak pick this up for distribution. = 
is explained by several prolonged sequences of hippie 
nudity, and some extended burlesque numbers that 
accommodate the exploitation entrepreneur's taste for pre 


Nightmare USA 


hardcore pulehritude. "They wanted а skinflick." Hobbs 
ll “I's not a рото or anything, but my intention was а 
sort of satire of the sexual revolution.” 

The highlight of the film fs an extended flashback 
revealing that Adam lost his job in television after mounting. 
a lavish musical spectacular called “You Cannot Fart Around. 
with Love’. With elements of big-band TV specials, of 

d a zaniness that recalls Frank Zappa's 
satirical recordings, it manages to be both freakishly weird 
and teeth-grindingly silly. with Prescott's eye-rolling-t0- 
camera wackiness breaking the fourth wall à lû The 
Monkees, Roseland is as unique as any of Hobbs's other 
ns, but for me it's his least successful venture. Of course, 
with such highly personal work, responses will vary wildly 
all over the spectrum, so you can still take it as read that 
Roseland is worth checking ош if you have an interest in 
sixties Americana and the counterculture. t's certainly 
range: whether it's good is very much a matter for you! 


Kilter camival jazz, 


Hobbs ar 


the Sixties 


definition ofa square 
xd from a brief, narrow window of opportunity in the 
Jate sixties and early seventies. Film industry businessmen 
around for clues after the mysterious success 
of Easy Rider (1969), Dennis Hopper and Peter Fonda had 
ered the late sixties equivalent of the Sex Pistols 

rchy in the UK" а tralblazing shock to the system 
that came roaring ош of left field. Is sudden redefinition of 
the youth market left the cultural establishment confused. 
and out of touch: In the wake of Easy Rider, the film 
lusty tried to come to terms with the coun 
for several creatively fertile years, it opened up and 
diversified, almost in desperation. Rogue elements were 
able to infiltrate the hallowed ground of the mainstream: 
this was the time when films such as Pumey Swope and 
Medium Cool found fundin 
bution through Paramount. 

Hobbs entered the fray with his avant- 
and his “lunatics have taken over the org 
Roseland to show would-be financiers. Five years earlier or 
later and he would have been shown the door. But as the 
decade turned, producers looking for *far-out” filmmakers 
saw in Hobbs both a genuine craftsman (thus, orthodox 
points for skill), and a “bohemian artist (thus, counter. 
culture kudos as well). Per 
опе of hose indefinable weirdoes headed for a breakou 
financial succes, like that erazy-ass Dennis Hopper? 
Hobbs's financiers must have hoped that they'd found. 
Field cash-cow whose work would tap the unpredictable 
youth market. Since ‘the kids” were taking acid, dropping 
out, painting their faces, rioting. and refusing to sign up for 
Death-Nam, maybe Hobbs, with his extraordinary “Ап Eco’ 
and fierce individualism, would light their fires? 

Hobbs's agent George Litto would be the 
Faure forays into cinema, as Hobbs explains: "He 
about my first ultra-low-budget movies and called me up, 
asked me to come to Hollywood. In my case | made such 
fantastic movies for so little money they figured it was best 
то leave me alone and let me do my thing, as long as the 
script was okay." Hobbs later introduced his producer on 
Godmonster, Robert Bremson, to Litto, which paid dividends 
for the latter when Bremson supported Lito's subsequent 
move into film production, with projects for Brian De Palma 
(Obsession) and Robert Altman (Thieves Like Us). 


culture, and 


the later even gaining distri- 


rde epic Troika 


Hobbs would tum out to be 


left 


Who's the Ghostest with the Mostest? 


HARRY NOVAK 
PRESENTS 


a fable for the NOW age! 


DIRECTED BY 
FREDERIC HOBBS 


Futuristic Jazz-Age Horror Satire 


Hobbs's next film, Alabama's Ghost, is a quantum leap on 
from Roseland, I's a gobsmackingly outlandish affair that 
left even the normally unflappable Elvira, Cassandra 
Peterson, lost for words when she introduced it, years late, 
оп her cable show and subsequent video label. Imagine 
Alejandro Jodorowsky remaking Russ Meyer's Bevond the 
Valley of the Doll — blaxploitation style, With vampires. 
And Voodoo. It's a film that could олу have been conceived 
in the sixicsseventics Interzone, spilling a Satan's brew of 


allegory and irony across a sprawling canvas unhampered by 
considerations of genre. It's also ye 

critique the hippie movement, a common feature of counter- 
culture cinema through The Trip to Easy Rider and The Holy 
Mountain (Hopper's “Ше blew i" being the defining 
perception ofthe ега). The film again leans heavily on satire, 
this time adding a sardonic enunciation of the horror genre's 
clichés. Yes, it is a horror film of sorts, encompassing the 


other “stoner” film to 


"rs easy o seo why Roseland. 
авто of Нату Novak. орлы жа 


supematural and replete with monsters, both human and 
superhuman, We have witcheraft and magic, madness and 
hallucination, fangs and blood and freakiness. Typically 
though, Hobbs straddles the intermediate area between 
genres: а horror film, but it's never really scary: i's а 
comedy, but you don't exactly laugh, Is debatable whether 
Hobbs knows how to set up a scare, or a joke for that matter, 
but it's а moot point, as he's not 

making that sort of a film. Alabama Ghost is an act of cine- 
bricolage = using off-cuts fom the horror genre, and 
locations and props bequeathed for free by theatre acquain- 
tances — all assembled with а sly artistic awareness. 
Meanwhile, the cast attack their roles with such broadsword 
swipes that conventional characterisation is chopped into 
mincemcat, a side effect of the theatre background from 
which the actors came. It's typical of Hobbe's approach that 
instead of demanding the cast tone it down for the screen, he 
incorporates their theatrical performances as just more 
“found objects" to be pressed into the dense impasto of his 
script, The result is an uncompromisingly individual piece or 
work with few obvious precursors in genre filmmaking. 

The pop satire of Alabama's Ghost stands in stark 
contrast to its traditional jazz score and Houdini-era back- 
story. Hobbs is an outsider to the sixties youth movement, 


in the traditional sense 


and some would say that a satirist should have personal 
investment in whatever he or she satirises. But Hobbs’s 
detachment is an artist's detachment, not an uncompre- 
ofthe Love 
Generation's dalliance with the dollar to his own love of the 
jazz age, he ensures that his work remains personal. By his 
‘own admission he could not engage at all with the sensory 
overload of Hendrix, Led Zeppelin, et al: "I never have been 
and never will be interested in rock music. Some of it is 
interesting as pageantry, some of the things they do with 
kis okay, you know, Pete 


hending oké-imer s and by welding a eritiqu 


lighting, and some of the folk- 

Seger and those guys. | don't hate rock music, but it's over- 

amplified, and {don’t like that. 1 don't like that it damages 

people's eardrums. Some of it's okay, The Rolling Stones 

sometimes, The Beatles, The Beach Boys, the people who do 

it best Pm n, I just used 
at lo make the thing Work as a tory." 


ot attacking rock music in the 


Alabama Song 


I was Hobbs's connection to the jazz world that led to 
Alabama s Ghost, ав he explains: "When Turk Murphy, one 
‘of our beloved San Francisco jazz musicians, and Pete Clute, 
Turk 's partner, а great ragtime pianist, were opening up the 
basement of the William Tell Hotel, they found many trunks. 
containing the life's works, costumes and paraphemalia of 
‘Carter the Great’, a great magician of the 1920s and “30s. 
He was Houdini's partner, and when he died they made 3 
spirit pact that he would come back. So Turk found all this 
stuff and decided they would open a Magie Cellar, not in the 
cellar where they found the junk, but beneath Earthquake 
McGoon's Nightclub, and they called it Turk Murphy's 
Magic Cellar. Turk’s band played there, All sorts of people 
‘musicians, underground cartoonists, would show up, along 
with people interested in magic. Robert Crumb was around. 

It was popular, they would put on great shows there. Woody 
Allen was а great fan of Turk Murphy's; he would come 


from New York and play his clarinet with him once in a 
while. One day a fiend of mine, Amold Passman, the writer 
and critic who wrote The Deejays told me about it. | went 


down there with Pasëman and 1 said, "My God what a 


566 


movie! This whole thing is а movie!" Carter the Great was 
into all kinds of fantastic, strange magical stuff. He made 
live elephant disappear! And he's very theatrical, he was 
considered the most theatrical of the famous magicians 
the pre-WWI period 
Hobbs decided to pitch the idea to his friend, the fi 

producer George Litto, Lito had recently been im 
the successful low-budget horror movie Count Yorga, 


Vampire (Bob Keljan, 1970), and responded immediate 
Hobbs's plans for a vampire film set in the world of stage 
magic: “T told him about the idea for Alabama’ Ghas 

һе said, "That's great, a horror movie, we can do that 
Head Horror Movie!” is what they called it! 1 wrote the 
treatment and й just worked teri 

script, another allegory. T had the idea that an evil guy. Gs 
э rock impresario in control of all media, is trying to take 
‘over the world by tuming young people into vampire s 
using 

he's really a vampire who wants to take over the world bs 


infecting young people through music. I said, "we'll sar w 
Christopher Brooks, and we'll call him Alabama, a fi 
‘musician.’ wrote the treatment pretty fast, in a few days 
‘Warming to the theme, Hobbs describes his outline th 
“You meet Alabama, and he talks like Lord Buckley.“ wi 
was a fantastic jazz hipster. What а guy, he could really talk 


So 1 gave Alabama his dialogue in he style of Lord Buckle 
Tike, “Yeah, thar cool, man. Like a hundred yellow 
pussycats dancing on jade...” That's my origi 
incidentally, Buckley had his own way, but he spoke 
poetic way. So Alabama works for Turk, and one night b 
‘goes down to the cellar and his forklift breaks through 
wall and he discovers the life's work and belongin 
Carter the Great, who disappeared ín the thirties and was 
never heard from again! So Alabama decides that he's 
to become a "rock magician’, he's going to go out on the 
rock circuit and be world 

people who have some relation to Carter, like Carter's oid 
sister, Agatha Caner-Crone, who's the world's first 
transvestite vampire! She's played by that terrific actor Ken 


mous, Then he calls on these 


Grantham, a very good actor, perfect for this because he had 
this Josef von Sternberg look. So Carter the Greats sister 
lives in Sausalito, їп а ferryboat. 1 a 
ferryboat; people live in houseboats in a community there 
Alabama goes over to see Carter's sister, and he's 
‘Khartoum Khaki’, and she says, “What ya got there, b 
And it tums out the old girl likes to smoke Khartoum Khaki 
So they smoke it together. Then he goes along to study 
‘magic with the next guy, Moxy the Magni 

what? The same guy. He tells the audience more about the 
sort of tricks Carter did. He's а sort of teacher of magic, ar 
has a magie museum. Then there's Doré, played by ıi 
lovely Peggy Browne, and she tums ош to be а vampire tx 
And then they meet Otto Max, they're going on the rock 
circuit, and he dresses like Papa Haydn. Thars Steven Ке 
Browne. He liked to say he was Welsh, but I'm not sure, 1 
think it was because he wanted to be like Richard Burton 
Не was always after being а romantic hero, but said, М, 


J Sausalito 


you're the perfect villain: everybody hates you, you're 
horrible!" So he played the role even more vindictively y 
know! Among the other people, the groupies, one was 
Richard Marion, who is now the director of Everybody 
Loves Raymond, Christopher Brooks, Steven Kent Bro 
and Richard Marion were all members ofthe Magic Theat 
which is the big avantgarde theatre at the University of 
California, It wasn’t as big then, but now it's quite famous 


Nightmare USA 


Anyway, Alabama goes to New Orleans where he puts on 
опе of his shows. And the ghost of Carter comes ош of the 
‘one-sheet for one of his old shows, Alabama accuses the 
host of racism. but it tums out Carter's tying to save 
Alabama from the vampires. Then the purple vampires show 
ир. and like all good boys he runs home to his mother. She's 
played by Ann Weldon, who became one of the stars of 
Roots | gave her her first acting role; she was a singer 
before that. So she says, "Come on boy, I'm gonna take you 
to the doctor? And she takes him imo the Bayou, and the 
doctor's a witchdoctor! With а lisp, no les! He's kinda 
fruity, this guy, we don't make а big thing out of it but, who 
knows. So Alabama's gonna be protected by black mag 

The witchdoctor proceeds to sew a frog over his heart! This 
в ай Hobbs, it’s all original stuff, I might add. So Alabama's 
aot afraid any more. He's sorta childlike, he's like the 
Everyman Anis. 

Having elected to continue with the concert, Alabama 
attempts 10 stage Carter's disappearing elephant trick. AI 
does not go well, but in the end the bad guys are defeated. 
Hobbs continues: 

“The elephant was borrowed from The Ed Sullivan 
Show, a friend of Turk s brought her up to the location. She 
was called Nina. We had crowds but we couldn't have tiem. 
clapping, because elephants riot if you clap, so everybody 
pretended to clap and we added the sound later. For the 
crushing of Otto Mas, we intercut between the real elephant, 
whieh put its fot on his chest, and then we bought one of 
those elephant foot umbrella stands, you know, and we 
pushed that down on him, and he screamed and blood came 
out of his mouth — and that got rid of Oto Max! We had 
about five hundred extras, including all these little theatre 
тора We had The Cocketes, who were famous, gay, 
erazy-looking people; they were in it. But at the end of the 
day, about Зр, all the fog rolls in from the ocean. It was 
shot right on the coastline, at Lawson's Landing: Duneerest, 
И was called. in Marine County. So that was й for the day. 
because the sky and everything had to match. It took us 
several days to shoot the whole thing, the rock concert with 
‘the attack of the vampire bikers and all, with five cameras!” 
Amid the frenzied activity at the climax of the movie, the 


originally a more extreme affair: 
scene, but Bremson insisted it had to be *PG'-rated. I made a 
really awful scene where he humiliated her, ate her up, oh, it 
was so funny! But the censor said you can't do that, so we 
cot that back. But it was wild. You see, everything Bremson 
wanted to do had to be 'PG'-ited. He didn't want anything 
like Roseland, And he wanted the young people to see it of 
course, which was okay with me. So finally, in the last 

scene, after Alabama and Midnight embrace, they look up in 
Же sky, and there's the ghost smiling benevolently, and we 
hear the hoy the ghostest with the mostest music..." 


Hobbs, the Interviewer's Nightmare 


So there you are: Alabama Ghost, synopsized for you by 
Fredric Hobbs. Normally, 1 would considera detailed 
account of a movie's plot from the director surplus to prin 
requirements. Thankfully, Hobbs peppers it with a few 
anecdotal details, and given the film's oddness it's perhaps 
useful to have confirmation of what is, after all, a fairly 
bizarre narrative. At the risk of abusing the writers "ast 
word here, though, 1 would like то share with you the agony 
and the intrigue of interviewing Fredric Hobbs... 


Who's the Ghostest with the Mostest? 


There were many times during the above synopsis when 
1 interjected, or tried о at least 10 da so, without receiving 
the faintest acknowledgement. If you wonder why 1 have not 
asked some pressing question relating to the film, probably 
Нов most dense and ambiguous work, well, what can 1 
зау: it ain't easy. For an artist fond of symbolism and 
allegory, he's а сарсу devil when it comes to interpretation. 
їп fact, he not only resists offering interpretations himself 
(quite reasonably ~ many artists dislike doing во); he also 
blocks questions that would aid your own interpretative 
process. The classic reticence of the creative soul who feels 
his work has given all it has о give? Perhaps, but the 
dificulty goes further: for instance, attempts to place Hobbs 
in relationship to other artists progress litle further than a 
grudging nod to Expressionism and а willingness to discuss 
ıa few of the Old Masters: while discussion of Hobbs's fine 
ап contemporaries ~ Pollock, or Warhol for instance = is 
shot down within seconds 

For me the most frustrating of all Hobbs's discursive 
idiosyncrasies is his unwillingness to digress in your 
direction. All of your conversational gambits meet the same 
fate, Light and playful, provocative or serius, surreal and 
inappropriate, frivolous or tacles: you can utilize any or all 
of these approaches, and nine times out of ten, Hobbs will 
walk on by. Never has the term ‘train of thought’ been more 
appropriate: trying to change the subject or divert the flow 
is doomed to failure. You might as well stand before an 
express train and ask it to swerve! I have even tried 
rudeness to jolt a conversation in my direction. Not to 
worry: Hobbs sails merrily by, and if he notices your 
desperate measures, һе barely lets on. Dialogue is very 
difficult in such circumstances: our telephone ‘conversa 
tions’ frequently became a sort of annotated monologue, in 
which I spoke not to elicit a reply but ro remind myself on 
the recording of what it was I wanted to ask. A forlorn 
process? Well, it's not quite so bleak. Hobbs will store 
things that you ask him, and somehow, half an hour later, 
you recognise features of an earlier question being 
‘lancingly addressed, Nothing so easy as а simple thirty 
‘minute delay: it's more like adding drops of a different 
colour to а slowly churning mass of paint. Gradually you 
see the shade changing as your colour blends in. 

I'm sure that Hobbs has always been a very stibbom. 
personality. What’s clear from talking to him (and we've 
talked for many hours) is that he and his films are hewn 
from the same rock. If you want the films the way they are, 
then you have to accept his character. Like Hobbs, 
Alabama's Ghost sails blithely through the tempests it stirs, 
with never a sideways glance, and it's to these storms in a 
long-forgotten teacup that we now tum. 


Having gambled (rather modestly, with а budget of 
55.000) on a counterculture hit from an unusual director, 
the producers did not get what they expected with 
Alabama Ghost, Vs easy to be wise in retrospect, but 
Hobbs was not a mass-marketable "voice of the people’: he 
Nas never going to catalyse the energy of the youth 
‘movement into а saleable product, and he would score no 
allies in the youth art arena, It's interesting to compare the 
fate of another "ar-out amalgam of art and genre 
filmmaking, Alejandro Jodorowsky's metaphysical western 
El Topo (1970), which gained the attention of John Lennon. 
On the say-s0 of Lennon and Yoko Ono, Allen Klein's 
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ABKCO financed and distributed the Chilean director's 
next epic, The Holy Mountain (1973), to the tune of 
750,000. Hobbs, unfortunately, was not so lucky, We ean 
only speculate as to what he might have delivered with 

lar financial muscle behind him. 

‘One reason why Alabama s Ghost perhaps failed to 

a ‘midnight movie buzz in he manner of Jodorowsky 
was that Hobbs was forced to keep actual onscreen violence 
toa minimum. Е Topo on the other hand was blood- 
drenched, as befited Jodorowsky's conviction that blood 
equates o life force, As his comments make clear, Hobbs 
would have liked to go further in this direction: Alabama's 
Ghost has a few moments of graphic horror. but they re brief 
and unlikely to trouble the squeamish. I's a shame, because 
Hobbs clearly has а natural well of anger from which to 
draw. There's a real symbolic violence in some of his. 
paintings and pen-and-ink drawings with their aggressive 
arcs and splashes: at times his style brings to mind Francisco 
Goya, famed of course both for his unflinching portrayals of 
war and madness. and the bold gestural violence of his pen 
and brush work. Had Hobbs been able to film images just as 
unrestrained for the movie sereen, he might have caught the 
attention of a wider audience. 

However, there are other reasons why Alabama y Ghost 
failed to become a counterculura hit. Hobbs’ detachment 
from the youth milieu he depicts creates a subtle but 
appreciable alienation effect, one that perhaps frecloses his 
chances of scoring with young people. In Alabama's Ghost, 
‘opposing forces are coldly marshalled: the greed of big 
business, the power-lust of mystics, the conformity-in- 
monconformity of youth; and amidst it all, Alabama, no more 
inspiring а ‘hero’ than Barton Fink’ in the eponymous Coen 
Brothers movie (another film about а man in need of 
‘guidance from a threatening spectre), 

But of course, Barton was а Jewish character created by 
Jewish filmmakers. Hobbs is white. and yet his film satirises 
the opportunist ambitions of its leading Afro-American 
character. This need not have been a sticking point however, 
were it not for the character of Carter the Magician. I 
apparently never occurred to Hobbs that hip audiences might 
mot diga film in which an opportunist black protagonist 
needs guidance from a white racist ghost! OF course the 
host is a pompous creature, from a time when attitudes 
were such that he would naturally address Alabama with a 
line like, "Silence, Black man?" Hobbs is not indulging 
racist sentiments, he’s simply accommodating the speech 
habits of a bygone era; yet by following the dictates of his 
storyline, sublimely unconcemed about the way it might be 
perceived, he left in his wake a slew of confused and angry 
viewers. Ironically, for a period when the youth movement 
was aspiring to sanctify individual nonconformity it was to 
be Hobbs's devil-may-cane individualism that would sink his 
film commercially. 

Hobbs explains: “Alabama's Ghost was cheap, it cost 
55,000, but for a lot of reasons it didn't make the money 
the producers thought it would. It had trouble because of the 
black issue, and because there wasn't enough violence it 
was a PG’ movie, It played а lot, and а lot of people liked 

i so 1 never considered it a bomb. T thought if they d only 
put it in the art-houses it would have been a big success. 
The distributor was a good guy, loo: there were no bad 
Hollywood people involved, they were all gentlemanly 
guys. They tried to help те. 1 was already shooting 
Godmonster by he time they got somebody to take 
Alabama. Ia nuts 


showed up and thought it was wonderful. Then they took it 
тар to Atlanta, during the first week of December. So first 
they had it in a pretty good theatre in Atlanta, and the fis 
bombed. They said, "Ges, you've got a wonderful 
interesting film, but it's bombed.’ So then they had it 
playing oo a Sunday, and there was а football game going 
оп between the San Franc 

Falcons, and whoever won that would go through tothe 
Superbowl. You think nobody's gonna come, right? Well 
guess what? All kindi people showed up, and they were 
dressed in costumes, and they filled up the place, and they 
loved it, and everyone was asking, "What the hell 
happened? What's going on?" Well, this îs before Rock 
Horror. Nobody knew what this film was. I was оп holids 
and I got the word that the film was gonna make so mach 
money, because ofthe Atlanta screening, you know? Ви she 
story 1 got = the truth, 1 think — is that they booked it ext = 
Cleveland and Chicago, in black-eriented areas, and they 
got all these theatrical bookings, and then they chan 
advertising so that you had this black guy saying “Hey 
Man, go see the ra-ra-ra-ra’, you know, instead of this 
wonderful refined campaign [laughs], | didn't hear it, 1 
heard only tiny bits of it, but 1 can imagine, It was а һал 
black sell. Based on violence, you know, ‘see honky get 
beat up’. They had it in Varie as No.38 in the country, fr 
a week or two! But Kariery grosses don't mean a thing. The 
promotional guys make ‘em up. Unfortunately the aodiesce- 
wanted to see whitey get beat up, but they see this strange 
‘magician and vampires. and they were very angry. So t es 
а complete bomb. The black community was furious 
because they felt the advertising had taken them for a ride 
or that's what { heard.” 

Hobbs is uncomfortable discussing racial interpret 
tions of Alabama Ghost: he's happy to describe the 
hostile responses, but he's reluctant to be drawn on what 
exactly might have created the wrong impression: “What 
was trying to do was to bring the 1920s back. pre 
Barrymore, you know; Ж man,” that kind 
phoney Shakespeare «ш. ried to give it that fet 
1 didn't consciously try to make a racist of him. 
Unfortunately, when Carter cries “Silence, black таа” 
and Brooks, a charismatic black performer, dubs Carter а 
“white racist ghost”, the audience pretty much buys 
Alabama's point of view. 

Aller its unfortunate first run, obama Ghost emma 
period of confusion over rights as И fined hetwoen owne 
mone of whom managed to extract much commercial 
mileage. Hobbs recalls, "They played it off at the dives 
with a movie called Black Girl (Ossie Davis, 1972) 1 dost 
Know if it made any money, I never saw any if it did. Ther 
eventually sod it but nobody wanted o touch it became de 
lack people were very unhappy with 

Thankfully, in 1985 Alabama's Ghost gained a US vide 
release. Although not the kind of release Hobbs might s 
wished for = it emerged as рап of a series of tapes "Hose 
by Elvira, Mistress of the Dark — the deal did at leas cec 
that the film gained a new lease of life. Hobbs exp 

Eventually Bremson repossessed the film, and sold й 
guy in Hollywood, a film buyer, а very nice guy, really 
intelligent and very friendly, not a Hollywood type. Н. 
owned it for a while but he couldn't sell it to anybody. жай 
thea he sold it to the Madame Elvira people." 

Hobbs remains proud of Alabama Ghost “1 like e 
faci that my movie is, well not funky exactly, bu. 
bit of The Rocky Horror Picture Show and | thou 


ч 


== 


Nightmare USA 


was much more elegant.” Oddly, though, he fees the film 
4 have been better served in another format entirely- 
‘Danny Selznick, David O. Selznick s son, was а producer at 
nd oh boy, he liked my work. He loved 
зата Ghost and he wrote me this wonderful leter: Не 
wanted to make it at Universal as animation! He told George 
but Lito was known for making hits outside the 
ssblishment and he told Selznick he didn't need о take it 
great idea! And | would 
ave done it, because I would have been chief artist, instead 
‘making Walt Disney cartoonish thin 
these fantastic Hobbs expressionist drawings, pieces of 
sculpture, and no artist has ever done anything like that. And 
= 1 think it would have been a sensational hit. 


Universal. As animation? What 


Td have made 


High Tide on the Desert 


Atter completing Alabama’ Ghost, but before the film went 
x Hobbs signed a thre-picture contract with 

Robert Bremson, "For me it was fabulous: 

pictures at $200,000 each and Га 

and have a nice piece of it too, Tha 


he recalls, 
ctually get paid 
was in 1972, о й was 


pretty good for a low-budget deal. But then, because of the 


tual failure of Alabama Ghost, they didn't want to 20 
pictures. Bremson suid he would do one 
more shot, but not at 


them, he suid “ГЇЇ give you o 
$200,000." So һе changed the contract, and he reduced the 
idee, to $125,000 or $130,000. It finished at $135,000, 1 
think, and Гры up the overage myself, out of my salary. Бо 
1 only had one more shot, 1 didn't have the full three-picture 
deal. I was up to me to write the original screenplay, 1 had 

six months to do it the whole thing took more or less a 
to do the whole project — so satin my studio on the. 
Ils out back of Stanford there, the beautiful hills 
looking San F My mother and stepfather 
ved further down the same hill. {had a big studio and a 
Kentucky racing stable there that 1 had designe 
forth, so I had a really nice place to work. And I wrote a 
screenplay, originally called The Secret of Silverdale (which 
Bremson liked, and 1 think it's а good name), and then for 
various reasons it was tumed to Godmonsterof Indian. 
Flats. Don't ask me how that happened, the idea 
make it more commercial 
Faced with a sudden decline in budget, Hobbs made the 
aspired decision to shoot in the small town of Virginia City 
Nevada: a “ghost own’ tumed tourist attraction outside of 
Reno, It was а place Hobbs knew intimately: "Warren 
Hincklef and 1 had writen a big hardback book for 
Houghton, a famous publishers, called The Richest Place on 
Earth: The Story of Virginia City and the Heya of the 
Comstock Lode. t got rave reviews; didn’t sell lots, but great 
reviews. 1 wrote the second half and Warren wrote the first, 
and 1 did forty four drawings for it. It was about the fantastic 
‘Comstock Lode, Virginia City Nevada, which at one time 
was the richest place on Earth, during the Civil War and 
afterwards. It was the last period of Romanticism in the 
American West: a fantastic story. I knew а lot about that, and 
я quite involved with various projects in Virginia City 
it influenced a lot of my artwork. So 1 thought, we'll use 
‘his place and i'l look like a really expensive movie! The 
people ай said we'd love to be in the film. We paid them 
ry itl, just enough so that everybody participated and the 
whole town loved the idemof doing it, and they loved that 1 
was doing it, it wasn’t just some Hollywood yo-yo, They 
like artists up there A lot of artists live in Virginia City. it's 


incisco Ba 


rebuilt and 


Who's the Ghostest with the Mostes! 


sort of an artists” colony during the summer. thought, what 
a great idea, 1 can take the story and history of Virginia City 
and bring a contemporary monster movie into this Fantastic 


historic landmark, where thousands of tourists come every 
уем. During Bonanza Day, in the summer, it's а tourist 
attraction, They have three hundred people who actualy live 
there and they wear costumes, you know, Westem costumes, 
о you have all these extras and all these crowds. They have 
camel races up there too, because camels used to bring the 
‘water: And ice, because the mines were so hot. So 1 decided 
И shoot it all during that time, as much of it as we can. 


Т0 work that into the script 

As Hobbs already knew the Virginia City trustees, 

‘Virginia City is full of 

se of my an, my books. I 
did a lot up there. We did some restoration of old buildings, 
and we bad а company. I was а leader, I'd been going up 
there and having а great time in all the old saloons; this was 
in the days when 1 used to drink, which is many years ago. 
All those houses you see were all restored, And they had 
‘whorehouses that were legal! And they still do! Not right in 
‘the town, but they used to have them in the town, The 
‘whorehouses used to be on D Street but now they've moved 
down the canyon. You know, Italian fellows run them... ut 


clearance for filming was easy 


Nevada's known for that. We didn't make a big deal of it 
although we bad a Madame character" 

For Doctor Clemens’s scientific hase, Hobbs used а 
striking old concrete edifice at the edge of he town: “Yeah, 
the place that looks like the Roman Coliseum? И called 
American Flats, Not many people know about it I's the 
American Cyanide Factory, and cyanide is how they used to 
separate the silver from the gold in the 
bonanza days were all over and all they had were 
mounds, these enormous mounds, stories high, of ‘tailings’ 
they're called, which is whar's left over after ай the cyanide 
has bes 
the dump is still worth money, Because you can distil 
enough to refine silver from the tailings: 

For his dramatis personae, Hobbs began with 
corrupt Mayor Silverdale: “I made this Machiavellian mayor, 
who is partly my grandfather, who was a fantastic old 
capit 
an outrageous character. So I used him, Robert F. Hobbs Jr. 


early twenties. The 


used, it's what's ef And they eall it a "dump" but 


st, very close to me, who helped bring me up, He was 


‘andthe famous writer Lucius Beebe, to make this character 
Silverdale. Beebe had lived up there and started the 
Territorial Enterprise, which is the paper Mark Twain. 
worked on briefly. We used Lucius Beebe's Rolls Royce in 
the last sc 


e. So the mayor, Silverdale, wants to keep the 
town as a historic landmark where he can move and walk 
around in his costume, and ай the people have to do the 
same, and he's actually quite а fascist as it tums out. And 
he's paranoid ~ Silverdale is so paranoid he's even spying on 
the dump! You know, he's got surveillance on the town 
dump! Then we just used the idea ofa billionaire, Rupert 
Reich, based on Howard Hughes, sending a black air force 
general in to buy ай the mining leases from these 
townspeople so he could strip-mine the ara. I's a terrible 
ecological thing, illegal, but they do that to the mines up. 
there. All he ghost mines are there, huge piles of tailings all 
over the Comstock Lode. Hughes, of cours, was involved in 
o mining and gambling 
y are fantastic stories about 
him. Then I got E. Kerrigan Prescott in there, and people 
from the Magic Theater Prescott р 
professor who finds relics, old pieces of a strange creatur in 


id the part of the 


узайт as 
эз staton n he 


‘the mines, and he discovers that the fabled Mine Monster 
really did exist The mines for silver are hugely deep, 2.500 
fet decp and very dangerous, They were some of the most 
famous engineering feats of the 19h Century, and the wealth 
they created built San Francisco. We went and shot in one of 
the small ones, we didn't go in the big ones." 

Afer the drubbing Alabama Ghost received for its 
perceived racial insensitivity, Hobbs could have been 
forgiven for overdoing the racial tolerance angle with his 
next film. That he doesn’t do so, bot instead incorporates 
Christopher Brooks into the story without making an issue of 


his colour, is probably as clear a signal of Hobbs’s true 
feelings on the subject as you could wish; certainly a more 
sincere approach than concocting some eamest panegyric on 
the subject of integration, Once again, Brooks plays someone 
who would not impress the ‘positive discrimination lobby. 
Ви as Hobbs points out, “Barnstable is not а bad guy, he's 
just a tool of Rupert Reich. Someone once said that they 
liked that 1 never made an issue out of the fact 1 was usir 
lack actor 1 didn't do И that way to get reviews, but I'm 
really happy that people think that about it. You know, the 
come into the bar and ask, "Where's Barnstable, which one's 
he?” and he's at ihe other end of the bar, and someone says, 
He's over there, he's the guy in the purple shirt 

Hobbs is unfailingly appreciative of his cast: “The 
Hobbs troupe, who played in all my films, they liked 
working with me and 1 liked working with them. We were 
all friends, you know, like Altman а 
Lancaster as the mayor did а great acing job, he was їп а 

known actor in 


id his casts. Stuart 


lot of Russ Meyer films too. He was a wel 

Hollywood. He was a legitimate star, he did Shakespeare, 

һе did everything. a very fine actor And guess who he was? 
Ringling North, who founded the 

circus! Russ Meyer loved him, he leamed his lines 


The grandson of Joh 


perfectly and he loved making these real offbeat movies. 
He was a 3 


Monster Movie 


If there's one thing that grabs the attention of the curious 
when it comes to Godmonster of Indian Flats, it's the 
monster itself. Not just апу old monster, of course, not in 
Hobbs film: this is a ten foot mutant sheep that walks on its 
hind legs and looks as though i's been created by dipping а 
flayed animal carcass into а giant cand 
Sculptural yet chaotic, the "Godmonst 
favourite movie mutants: simultaneously grotesque, pita 
and hilarious. 

The monster movies of the 1970s work mainly to 
1950s template — films like The Crater Lake Monster 
Bog. Creature from Black Lake, and Monstroid ite 
the dinosaur-cum-fishman epics of the past, or take the 
Bigfoot legends as their template. So what inspired Hobbs 
to choose a sheep = surely one 
threatening offspring — as the springboard for his m 
Surprisingly, the decision does have a rational basis, as 
Hobbs explains: “Okay, there was a local legend about = 
mine monster, so used that, but it was my idea to make 
him look the way he looks. I said, what kind of 
could it be? 1 don't know how to make monsters, Î c 
draw them, I can paint and I can sculpt them, so I'm р 
1o make а Hobbs sculpture of a giant sheep. because 
probably if there was such a monster, firstly these misen 
would be hallucinating anyway, and have hangovers, tbe 
would see any kind of fantastic thing ~ so why not have 
them see a great big fucking sheep! Which is what it co 
=p ranches all around 
there. Those guys up there were drunk all the tin 
were the best paid miners in the 1860s and "70s. Т 
still maybe 30-40 
long, open all the time "cause it's Nevada. But it was e 


floss machine 


Mother Nature's less 


have been because there are sh 


loons in a street about four blocks 


hot down there, and then they'd come up and drinks 


they'd have oysters! Oysters in the desert! They bros 
oysters, and the shells are still down there, by the dump 
thousands and thousands of oyster shells! Becaus 
the richest place on earth. Rothschild, the Scottish 
bankers, everybody came from all over the world and it 
was a fantastic place, they had the biggest hotel in 
West there, the International, which burned down. San 
Francisco was a shitty little town back then, comp: 
Virginia City. So I decided that if there was а mons 
why not a sheep? We used the Episcopal church, wi 
ned the dog funeral, as our production office ac 
studio, down in the basement where 1 kept everything В 
эп early church and it's in perfect condition. 1 er 
fying sheep down there, in the darkness of the Episcopal 
church basement, which 1 kinda liked, We hauled thee 
sheep up inthe air and they're going, you know. 
"Basasaal, and we were all wearing black capes, to 
ourselves in shot, We didn't have any money to make 
these effects, but that didn't stop me because I kr 
to create stuff using magician’s techniques, just ike we 


did in Alabama Ghost.” 
Hobbs is justifiably 

monster design: "Some monster people think, ‘Oh wh 

cheap monster, 1 don't like it’, but the art peopl 

great. Mainly they don’t understand the long arm 

they think I did that because 1 don't know any 

know, stick the Monster in a museum, as part of a 


tient with those who sc: 


show, and make an ecological point, then people wouid 
think, "Oh, great artwork, nice sculpture. The mor 
based on a im from an artistic stand 
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as opposed to a latex сору of King Kong or some 
that. I made him a really distorted fucked-up sheep! He's 
had a bad childhood, right? [laughs]. He's stuck in that lab 
and they're tweaking him with things. The early version in 
the lab, he looks like a giant roast beef somebody said! And 
then he breaks ош, and he's so unhappy about how the 
humans are treating him that the first thing he does is blow 

с oil station, So he goes on the rampage and the people 
orm a posse, and lasso him. I hired these trick riders who. 
corked for Howard Hawks in the famous westems. They 

ve out there, they loved to do it, and they did it just 
screen credit. So they were all real guys. But I based it all 
on history, or things that could or did happen. not just some 
bullshit Mickey Mouse monster movie, right? Everybody 
played it seriously. Now the best scene in the 

is the capture of the monster. You really feel sorry for him. 1 
put that stuff inside him and made it yellow, that was a 
stylistic thing. 1 didn't want it to just ook like guis, 1 
wanted it yellow, as а symbolic link to the sulphur and 
phosphor gas. But also we had cow's entrails for the scene 

in ihe cage. | wanted а lot more of that but they wanted а 
could have 


PG' rating л much more horrific, in my 


opinio 
The Cult Revolution and Its Discontents 


Hobbs has strong views on the way his films have been 
‘commented upon and criticised over the years: "We had a 
the 
сигез, five ог six hundred people, and they filled out 
cards and nobody said anything bad about the monster 
‘The only thing they said was they thought you'd have to 
ве intelligent to understand the movie. We had a lot of 
comments like that, that it was а little bit too intellectual 
for the monster-movie market, And 1 take credit for that! 
The idea was very ecological, because the monster blows 
up the Standard Oil station! The Americans, some of them 
that, but 1 should think the English do, because they 
ten to dialogue! The monster blows up Standard Oil, do 
you maybe think that with all the symbolism that's in that 
you think they'd see that? [laughs] 
been said that my stuff is so dense with visuals, 
images one after another after another, that people get into 
it and they don’t know where the hell they are. But they're 
in it. But they don’t pay attention to all the details. People 
have said, "Why does everyone go crazy at the end?" Well 
in the dialogue — they've been had! Even the 
distributor, who's a smart guy, said, "Everybody goes nuts 
tat the end! Is that what you always do, Hobbs? In every 
movie you make everybody always goes nuts at the end!” I 
said, "No, for chrissakes listen to the dialogue! It's in there 
people in the crowd shouting "Silverdale's got our 

Ви you know what? The images were so strong 
ıt nobody listened. That's why some of my movies fail, 
in some things. People say, ‘Oh the story's weak, Hobbs 


screening of Godmonster in San Francisco in one 


fucking movie, d 


гу is so powerful that they can't listen. So we added 
lines, my ex-wife screamed a few lines in there, so 
‘now you can hear a few more lines. The failure of 
sdmonster was heartbreaking to me. They were all 

ends of mine, 1 lived up there а lot. But the failure of it 
cant that 1 really didn't yant to do any more movies 
Later, we were going to get Michael Caine, which almost 
worked, to play Howard Hughes. We were going to try and 
buy the picture back from the guys who eventually bought 


Who's the Ghostest with the Mostest? 


it and redo it and try to get Caine to just do a couple of 
das as Howard Hughes, manipulating the whole thing. 
and we wer 

Sadly, these plans came to naught and Содом fel 
into obscurity, unti И tumed up on the Something Weird 
catalogue, becoming Hobbs's one and only DVD release to 
date” With the rights having long since passed from his 
hands, Hobbs has never seen a penny, of course, from the 
film's digital rebirth, but at least now the film into which he 
poured so much of his creative ет 


у has travelled the 


world and taken up residence in the dreams of a small but 


appreciative international audience, What's perhaps bitter 
sweet is that, for Hobbs, his work's integrity can get swept 
away in a torrent of ‘bad movie" website reviews and 
kitsch-Joving condescension. 

The dust has settled, the drugs don't work, the dreams of 
the sixties are over. Culture has moved on. The terrain is 
unrecognisable. Whatever context audiences might have 
brought to a Hobbs film in the early 1970s has been 
overwritten by thirty years of cult, camp, irony, parody 
pastiche: postmodemism. So how does he fel about being 
thought of as а wacky weirdo cult director? How does he 
feel about the difference between the serious attention 


accorded to his art, and the rather more irreverent attitude 
extended to his films? For once, Hobbs is moved to respond 
directly "Well I'd like to see them make a movie on 
55,000 You can't just be crazy It takes ingenuity. You ask 
ап interesting question. How do 1 fel about it? Greatly 
disappointed, because nobody got it, half the time, and the 
жау it was distributed was so bad, so cruel — but that's 
always the story with anything avant-garde or different or 
independent. You're just lucky if anything happens. But 1 
didn't make a film that was saleable enough. 1 didn't 

how to do that, although today maybe 1 would. But my f 
were done so cheaply. They said, “Hobbs does his films for 
the price of the ligh-bulbs!” They ridiculed them, because 


Erca Gavin (Russ Me 
Ter cameo appearance 


mache ге сыч 
he itr: 


made or 1 ight have had to do something 1 didn’ want to 
do. So in order to have the freedom to do anything. 1 had to 
make "em cheap. My feeling is that you know, had my 
chance was young. but it wasn't ike Coppola going in 
there and geting UCLA guys and major studios to et him 
make movies for 700/00. Не didn't have to worry about 
the actors he had real actors, ight? Не didn't have to tailor 
the material to somebody who's a stage actor, t best. Sig 
actors lemme tel уо, are not screen actors: My actors wore 
young theatre actors. They weren't film actors. They would 
verc, but that's okay, just made it part of the siyle and 
Ai it anyway Is expresioniste theatre. But imagine what 
ou could do with real actors! 1 would have wrinen i differ- 
ny too So ту films were cheap, and the acing s a bit 
‘over the top: but my creativity, nobody who knows anything 
эсу tht! 1F you take the most successful paris oF the 
its, and put them together with the art, it makes perfect 
sense. But if you put all the films up there as these movies 
by a fout filmmaker, it just doesn't seem to make i” 

Par of the problem understanding Hobbs s films has 
always been the lack of background information. When we 
же а perplexing painting in a gallery we um to notes and 
Brochures to orientate ourselves with historical context, or 
the aris background and intentions, before turing to 
the image itself. Without such map references, audiences for 
Hobbs's films today сап be forgiven for stepping hack 
esis Torch sole, bemused, struggling to engage. I always give primacy to the 
ея in mediate response of the viewer, devoid of background 
dee se reme biographical context (surely in these versimulted times 
toon me at the most luxurious way of encountering a work of Hat 

also know that if Alabama Ghost had been the work of a 
black director а possibility 1 considered for a time before 
speaking to Hobbs in person = my perspective on the біт 
soul be quite different. Sad, but 

Maybe it's not so a: no artwork ian island. The 
pungent imagined aroma of hashish and incense drifting 
from the screen in Roseland and Alabama $ Ghost makes it 
hard for us to get 3 grip on what we're seeing. And given 
thatthe ims have a satirical san (well outside he norm 
forthe horror genre). the ned for a compass is all the more 
acute, Hobbs the arist; Hobbs the fim 
intransigent interviewee; Hobbs the reluc 
hopefully these faces, shown here, help h 
films to resonate more clearly. He's an American original 

, know, but what the hell — and the horror genre 
needs men like him, as much as й needs its die-hard fans, 
and dynamic entrepreneurs. Нов creative "ria is 
anger; horror; humour - ай of which can be found in 
abundanc in his werk, Attempts to read his fims without 


[® ETF NENON | they were so cheap. Otherwise they never would have been 
| 


geo secre Godmonstar of Indian. 
Fuss cens ne толин 7 ts most 
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recourse to ай three are doomed to failure; which of he. 
troika gains ascendancy is entirely up to you. He is 
‘curently working on а script called “A Tale of Two Cats 
(revisiting themes from his 1993 book William, the Zen 
Car) concerning felines who save the directors life and 
possess esoteric knowledge. I's project that sounds ideally 
suited to animation, and given Hobbs's enthusiasm for the 
idea of an animated Alabama Ghost, it would be 
fascinating to see how his formidable drawing skills could 
be marshalled into a feature. One thing's for certain, 
whether live ation or cartoon, “А Tale of Two Cats" would 
have little in common with such anthropomorphized animal. 
tales as Babe oF The Arisocuts, and everything to do with 
Hobbs's own unique film universe, 


Footnotes 


1 The ile of Funkadelic album: Free Your Mand And Your ie 
ll Follow (released in 1971). Аз a piece of hippie Hing it тау 
have been in West Coast currency for а while before that, but I've 


been unable to verify i 


Robert Blaisdell had previously shot a promotional sh 
Vincente Minneli’s Burton-Taylor film The Sandpiper (1965) 
called. The Big Sur (1965), which explored the Monterey coasta! 
region where Minnis film was made, and depicted the artists and 
Bohemians who worked thee 


3 The Deejays by Amold Passman covers the early days of Top 40 
nido, up to he beginnings of Progressive Rock on FM. From the 
Encyclopedia Britannica online; "Ато Разна э] The Desi 
(1971), was the first attempt at a history of radio in the rock e 
Although its writing style i dated and fen guilty of overreaching 
aid preaching, it covers most of the pioneer dise jockeys and the 
major sues. 


4 Lord Buckley [Richard Myrle Buckley] 5 April, 1906 — 12 
November, 1960. Comedian, monologist, hipster and jazz-age coe 
whose verbal lius of fancy incorporated Mack slang, team 
speak "a interjections and the rarefied lingo of the Engle 
КУУ 


$ The Ib Century composer Joseph Haydn. 


^ Te founder of Ramparts,» polial and еу review 
magazine poblished beween 1962 and 1975. 


Roseland is avaiable as а DVD-R from Something Weide 
das not been spruced up for an ‘overground release 


FREDRIC HORS: OTHER FILM CREDITS: 


FAMOGRAPHY AS DIRECTOR 1967 
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chapter 25 


To Sleep, 
Perchance to Scream 


George Barry on the making and reawakening of 
Death Bed: The Bed That Eats 


Death Bed: The Bed That Eats (1977) 


AE ets gud cups, neer inl 
mansion, lies a strange stone building with just a 
‘Single room. In the room sits a big old-fashioned bed. 
Created by a demon, the bed is alive, and seeks the blood 
and life essence of unwary travellers. On the wall nearby 
hangs a painting. Behind it, the painting's long-dead Artist 
(Dave Marsh sits imprisoned; he's been there for sixty 
years, Unable to intervene, he watches as a young couple 
‘eter the room and lie down. Yellow foam emerges from. 
the bedspread, and the couple are sucked into a liquid 

соге. With a burp, the monster is ready for its next meal. 
For the rest of the film, interspersed with flashbacks 
explaining the history of the bed, we follow the fortunes of 
three young women: confident, practical Diane (Demene 
Hall); nervous, withdrawn Suzan (Julie Ritter); and 
detached, supercilious Sharon (Rosa Luxemburg), One by 
‘one they are attracted to the bed. First to die is Suzan, who 
falls asleep and suffers nightmares created by the bed. 
Diane is next, dragged to her doom by a bed sheet 

tentacle. Sharon's brother arrives and tries to save Diane 
but, after reaching into the bed's stomach, he’s left with 
skeleton hands, and slumps into depression. The bed's 
only weakness is Sharon. 

George Barry's bizarre and beguiling Death Bed is a 
fairytale horror story, merging surreal humour, private 
poetry, and а blithe disregard for the essential strangeness 
of its own ideas, Rough around the edges, off and away in 
its own world, it's a precious slice of low-budget madness 
that reminds us what we've lost in the current overpolished 
and creatively impoverished horror genre. 

I first saw Death Bed in 1988: Stefan Jaworzyn, the 
editor of Shock Xpress, discovered it in а cheap video sale 
and recommended that 1 give it a try. 1 watched it at his 
house one Sunday afternoon, and it knocked me out. "Who. 
оа Earth is George Вапу?" we wondered, after siting 
there, jaws agape, dreary Sunday dispelled by this shaft of 
seventies ghost-light. "How did such a movie get made?" 
Not only was it an uncommonly strange piece of work, but 


To Sleep, Perchance to Scream 


there was vitally no information about the production on 
either the film or its sleeve. The video, from the ulira- 
obscure Portland label, had amusingly cheesy cover 
artwork but was completely devoid of credits The film, 
print did at least сапу the words ©) George Barry 19777, 
but that was all. Where normally you'd expect the names of 
cast and crew, the screen offered blackness, with only the 
word "Credits hovering, bereft of the promised 
information, The effect was so opaque, so mysterious, that 
you felt both laughter and frustration bubbling up. The 
mystery only intensified as the film gathered momentum, 
shifting unpredictably from creepy comedy to poetic folk- 
tale to surreal horror: the mood ricocheted between 
registers in a way that defied categorisation, either as mind- 
warped outsider ап, insane student project, or exploitation 
film gone haywire. When 1 saw it 1 thought, I must find 
‘out who made this!" But no one knew anything about 
Death Bed: the video label had disappeared, the name 
"George Barry’ was anonymous enough to belong to 4 
thousand Americans. And so the trail went cold. 

‘Death Bed s British video release in the mid 1980s 
was, to say the least, under-eviewed. The fanzines were 
still bedazzled by the more extreme end of ıl 
spectrum, and we were all rather heavily preoccupied with 
obtaining an uncut Cannibal Holocaust or a complete set of 
the а films, To notice Death Bed you needed to tune. 
your mental wireless away from the noisy gore frequencies 
{oa stranger, more elusive position on the dial, in the space 
between stations, where the shipping forecasts, foreign 
signals and dream-voices live. 

In the days before the internet, most who saw the film 
knew nothing about it, This in itself wasn’t unusual: in the 
carly 1980s, countless films were released on video without 
fanfare or context. They would enter your life with the 
enigma of an archaeological relic; albeit, in this case, a 
relic that flirted with the nonsensical and the silly, and 
sometimes veered towards sheer baloney. Baloney? Am 1 
talking “bad” here, а dog's dinner of cheap turkey to be 
chewed up and spat out on Misery Science Theater 3000? 
From the ttle and synopsis, you could be forgiven for 


e horror 


аи Sea 
See e deci 
ЖЕТ зе фәс cam mse 


Ark eed te ka forte rep 


onu Ger By Qe pei i 
Ia ipe pepe! tu oe 
IS ра se 


anticipating tacky time-wastr like Attack of the Killer 
Tomatoes It has a ludicrous premise, goofy humour, 
zonked-out performances and even crazier visual effects. 
The "bed' burps a a bottle of wine, and 
slugs a bottle of Pepto Bismol - what sort of relationship 
are we to have with such a film? Death Bed 
alright, but its humour is all over the scale, from sl 
то irony: even on first viewing it's not simply somet 
you laugh at 

‘OFall genres, horror allows the greatest outing of 
convention, and George Barry expl 
One of the things that makes Dearh Bed so appealing isthe 
stubborness of its concept — a bed that eats people is 

je basis of a story. It's one thing 
ea for a movie, though, and q 

to bring it to the screen with the implicit strangeness intact. 
All would have come to nought if the thing had been 
poorly directed. Instead, Barry's way with actors, his 
unusual pacing, and the fragmented storyline all add to 
Death Beds charm and mystique. Flashbacks and vignettes 
enhance a “literary” feel, and even the largely unconvincing 
day-for-night photography achieves something worthwhi 
by accident, placin ry linking scenes in a 
space neither sunlit nor shadowed, and a time neither day 
mor night. The acting has a sort of opiate feel to it, a 


pharmaceutical blurriness that reminded me of Wemer 
Herzog's experiments with hypnotism in Hear of Glass 
On first viewing you wonder if the weird, listless line 
readings are due to the actors inexperience, but you tend 
to dismiss this idea as the film progresses. The actors in 
Death Bed are not wooden; they're holding back, deliber 
ately underemoting, where a more conventional filmmaker 
would have had them screaming and chewing the scenery 
When Diane frets aloud in the throes of a dream, her words 
are bled dry of emotion ("No, 
Will i ever end? И wil never ста"), giving the scene a far 
more unsettling undercurrent, Then she wakes, only to 
enter another dream: you could say that the whole film is 
like stepping through a series of oneitie Chinese boxes 
And as always with dreams within dreams, we're left 
Feeling that orders have been eroded, that everthing 
could be a dream. For example, Sharon's silent acceptance 
‘as Diane is sucked into the bed asks а lot of our credulity 
if it's happening in the real world, but seems far more 

plable in a dream-state. 

Another factor that uproots the film from conventional 


Not again. Not again. 


‘moorings is the lack of syne sound, for which Вапу 
pensates with a free-for-all of voice-overs: the Artist, 

Diane, Suzan, all get to add their thoughts to a scene. My 

favourite is the Anist’s comment about a new victim: "A 


Nightmare USA 


there another. She's been brought to you.” It's pointless 


n plot terms (the line is dubbed over a simple scene of 
‘Suzan and Sharon in the woods) but the casual, offhand 
way it's said feels as if we're picking up a stray, idle 
thought: it's effortlessly weird and hilarious. 

When it comes 
sttack-and-subside rhythm, building towards a grand 


pacing, most horror films have an 


finale, Death Bed, on the other hand, has a gentle rhythm, 


without the obvious spikes for which even the crudest 


horror directors aim. There's no suspense, and there's 
certainly no sense of the story being manipulated towards а 
climax. For some viewers this may be unsatisfying, but if 
you're ever so slightly fed up of being marched through 

a pedigree mutt 
sh approach is a 


film narratives, trotted through them lik 


at a dog-show, Death Bed's loose-te 
chance to relax and try something different. 
Death Bed deals in transcendental mysteries (the 
impossible geometry of the bed, bigger on the inside than 
ted and 


the outside; the occult means by which it is сте 
destroyed), but Barry summons his demons from a fantasy 


disconnected from religious tradition, telling a story 
of demonic seduction that has nothing to do with the 
Church. Barry signals this twice: when Suzan's neck is 
sawed by the chain of her crucifix pendant, pulled back 
тоз her throat by the bed's power; and during 


and forth a 

a flashback showing a clergyman dying in the bed while 
the Bible. Both scenes leave us in no doubt that the 

bed is unaffected by the paraphernalia of Christian faith 


You aim for the grotesque. You're nothing if you're not 
rotesque: except hungry. of course.” = The Artis. 
the grotesque. If I am not grotesque 1 


Aubrey Beardsley 


1 have one aim 
am nothing. 
Throughout he film, poetic images allow the slender 
arrative thread to take a back seat. In this, Barry is akin to 
French director Jean Rollin (Death Bed would make a 
wely double bill with Rollins La rose de fer). We see 
od blossom from the cye-socket of a skull in the bed's 
(lud interior; roses blooming from the same skull, now 


‘magically buried in the sol outside; а shattered mirror 


menting a face into kaleidoscopic collage; and the 
ages of a book lumi 

а fire. Such ima, 
befits the Artist behind the glass, like a fey whisper caught 
halfway between English Gothic and the Scandinavian. 
Symbolists. 


о mirrors that capture the flames 


ts the Romantic tradition, as 


Surrounded by my paintings; 1 decided to draw my death 


So says the Artist, looking around him ar the walls where 
Aubrey Beardsley's "The Dancer's Reward", “The Woman 
in the Moon’ and "The Kiss are displayed. Beardsley was 
bom on 21 August, 1872 and died from tuberculosis in 
France, on 16 March, 1898, He became notorious for his 
liusrations in two “decadent periodicals of the period, 

The Yellow Book and The Savoy, His designs for books 
such as the banned Salomé of Oscar Wilde added to his 
хопа, and his major works include the illustrations for 


ıe morte d'Arthur, The Rape of the Lock, Lysistrata and 


I've been imprisoned behind my painting in this limbo for 


чу years now, since my death. 
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So is this really Beardsley? Well, later he says he hasn't 
reti in seventy years, which, given that the 
shoot began in 1972, is near enough Beardsley's date of 
death. Certainly the actor looks the right age: Beardsley 
died young at the age of 25. How he got from France to 
the United States is debatable, but the bed does have 
transcendental powers 


hada 


dele 


You gaze at me as a painting on the wall; and | see you 


as а serving upon some monstrous silver platter 


But if the Decadent and Symbolist movements provide 
сту, so too does the world of 
fairytales. The picnic baskets from which people take 


stimulus and ima 


food, or from which Sharon's brother produces a knife, 


spin us back to Red Riding Hood, in which a bed is of 


course a central prop. The entrance into the bed- 
chamber involves a flight of four 

descending, Alice-like, from halfway up the wall. And as 
in fairytales, the fixations are basic: food (the bed's 


constant hunger; the first two victims and their spoiled 
Бош eating 
bug pupae); sleep, of course (from whence dreams and 


meal of fried chicken; Suzan's nightmare 


sickness); sex (the bed pants like a dirty old man when 
Suzan gets undressed; a flashback shows a “religious 
revivalist’ orgy in the bed); and death, There's also a 
fascination with reversal, the undersides of things, 
tuming things topsy-turvy. The Artist lives behind the 
painting instead of in front of it, the fire in the reflection 
is upside down, Diane is sucked into the bed through the 
underside, victims are seen upside-down as they fall into 
the Бей interior. 


A demon residing in a tree, on a whim changed himself 
into a breeze, While in this state he drifted one morning by 
а young back, 
surrounding her in his form. Gently he blew through her 
hair, her mind, and her dreams. 

decided to create a bed, unique for the occasion. | 


maiden, He circled around, and 
For her seduction he 
| But 
something tragic happened. Though he was a man in 
shape, he was still а demon, unnatural to her, and she 
died. | 
Tears of blood fell onto the bed. | 


d, shattered in their grief 
] The blood left behind 
took root into the bed, and from this root а life sprang; and 
with this life. a hunger. 


] His eyes turned со 


The best movies leave something elusive behind, a 


lingering haze that drifis through the mind like Haven 
Gillespie's "haunting refrain": а special something that 
seems to dance out of reach when you look directly 
There are skilled directors out there whose work, forall 
its craft, will never possess this quality, which is a dream 
ped in 
even though its conventional limitations 


quality and far from common. Death Bed is st 
this otherness 

are blatantly obvious. I's in this way that such a cheaply 
produced film, made at the very fringes of the industry, 
can stay with you after a major production has hurried 
faceless out of your memory. The lines crossed by Death 
Bed are an index of its ceriness, Set in the 

between categories 

artless, mundane and insane 
more sensible films, How great to see it emerge at last, 3 
dream thought lost and forgotten, now revived in 
miraculous detail on DVD. Here's tothe unique and 
lingering spell of Death Bed! 


wilight 
between comedy and horror, art and 


it draws on energies lo 


good ora 


— 


cathe ted domon 


George 


Barry 
Interviewed 


étroit, the centre of America’s auto industry, is not the 

irs place you'd think of when trying to place the 
provenance of Death Bed, a film whose blend of cool 
fainily ominous countryside locations, crumbling stone 
houses and decadent daydreams seems to float ín some 
sylvan limbo, far from the smoke of industry. Rock music 
is more in keeping with Detroit's image: Ted Nugent, Bob 
Seger, Alice Cooper, Glenn Frey of The Eagles all came 
from the city, and cultish heavy rockers The MCS typify 
the sort of aesthetic experience one expects from a town 
with motor oil running through its veins. Detroit's Motown 
label too, of course, has typically b 


en identified with the 


city and industrialisation: “hit factory" or ‘production line 


1g common metaphors for the company's unstoppable 
‘momentum, Berry Gordy J established his musical 
empire in a pokey Detroit house he dubbed “Hitsville 


USA’, and many of the artists who made Motown famous 
includi 
Ross, hailed from the city. 

Nevertheless, Death Вага director George Barry was 
bom on 21 August, 1949 in Royal Oak, а suburb of Detroit 
Where he still lives today. In film terms, his most significan 
"neighbour" was Sam Raimi, also bom in Royal Oak, who 
began working on his Evil Dead dry-run, Within the Wood 
around the same time that Barry was completing his only 
film to date, Death Bed. You couldn't ask for a greater 
contrast in fortunes: Raimi scored a cult success with The 
Evil Dead, and went оп from there to become a Hollywood 
giant, director of the Spider-Man movies, and one ofthe 
i 
quite recently, one of the least Fted directors i 


The Four Tops, Smokey Robinson and Diana. 


sest wheels in popular cinema; George Barry was, unti 


aginable 
fact, he was a complete unknown in America. Death Вей 
very briefly, оп video — in Great 

land and Spain. Bary, though, 
was totally unaware of even this small exposure. In t 

carly 1980s he'd sent the answer print of his movie, whic 
жаз still without credits at the time, to a small L-A. 
company who said they were interested in obtaining UK 
video rights. He was offered 51.000 for a finished video 
master. Вапу, though, was chronically shor of cash and 
unable to shoot the missing credits, for which he neede 
estimated $3,000, The answer print was promptly returne 
and that seemed to be that. What Barry didu ? know was 8 
the “interested party” had pirated a video master-copy o! 
Death Bed before sending it back. It was by this route tha 
Death Bed snuck out onto tape in Great Britain inthe mi 
19805, on the supremely obscure “Portland” label! No 
Stateside deal was ever signed, and no bootleg ever 


was only released 


Britain, Australia, New Zes 


‘ventured onto the shelves there. 
Ви we're jumping too far ahead: let's retum to 195 


Detroit, and mes 
the monsters and flickering shadows of the cinema. Our 
guide, Mr. Barry himself. 


George Barry, a young boy fascin 


+1 never thought of myself as being particularly 
artistic 


“By the mid 19505 1 was old enough to go to the m 
Barry begins, "a k 

сап still remember struggling to stay awake t 

Island Earth all the way to the end. The flaming spaceship 

streaking to is doom over the ocean, and the contras 


жет 


the colour of the water and the colour of the nigh 


urrounding the outdoor drive-in screen. That was 
yesterday, or the day before, and 1 was five yea 
years old and that is distant history 
because I'm watching TV and the images are sm 


black and white and grey, but no less important. I‘ 


on a Friday night and I'm watching Shock Ther 
Universal horror films of the thirties and fortes. Maybe 
still struggling to stay awake — Г drink a lot of Pep 
help me manage. Better than drinking coffee to h 

stay awake during your college classes, since the 


education of the Shock Theater classes will stay w 
For anyone old enough to remember life pre 


recollections of the cinema are always bittersweet: s 
much of the magic has be 
allure of a trip to the movies, pre-video: "Royal С 

erally showing double bill 


lost, Barry describ 


three movie houses, 


often changed twice a week. The heyday of the 


ires was over, their numbers were dwindling, th 
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didn't know this asa kid In а few years 1 would be taking 


he bus to downtown Detroit, where the big old movie 


vouses, true picture palaces even in decay, were still 
surviving. In downtown Detroit there was also the 
erful lure of the smaller, even more run-down triple. 


I houses, some open twenty four hours а day. You could 
in on an evening catch the last showing of the current 
iple bill and son 

bill would start. One ticket, six movies, heaven on earth, 


ewhere around midnight, the new triple 


in the early moming hours, 1 saw Blow-Cip in such а 
heatre, the Colonial (God have mercy on you if you had 
to use the rest room), In the row in front of us, an older 
wleman, а railway worker by his dress, explained the 


movie to the empty seat nest to him. It seemed to me he 
had a clearer understanding of the film than the vast 
sajorty of critics at the time, at least judging by their 
Barry began making films inthe late 1960s while 
taking Arts and Philosophy courses at Wayne State 
Like many at that time, 1 started making films 
he explains, 
make films. Students interested in film were more likely to 


a colle ‘though I didn't go to college to 


tina Humanities class. It was not а bustling centre of 
student filmmaki 


there was far more activity in Ann. 
was a small 
im department, offering one or two standard flm history 
and couple of substandard film production 
Undeterred, Barry began working on short films, 
his own and others, in 16mm black-and-white: "People 
nd-white or Super- 
ни; 16mm colour was too expensive and the jump to 


bor at the University of Michigan, But ther 


cemed to work in either 16mm blac 


synced sound was a big one. Film projects often received a 
class credit, though their subject matter seldom had much 
do with the class. This was the sities of course, and 
verything was everything: the usual mixtu 
nelodrama, predictable polities, lame jokes and well worn 
uthfal angst, The work itself could be great fun, 


Barry's са 


ly L6mm efforts are lost, presumed 
destroyed, but he has been kind enough to dredge up these 
ection 


A telephone call о an old friend and 

classmate, Tom Dalton, helped stir the details back into a 

emblance of order, resulting in the following synopsis for 

Barry's first short narrative film, shot ^no later than 1970" 
e irresistibly monikered Night of the Garbage. 


1 haven't a clue where any of the footage for this 


project is, or even iit stil exists. Here's what we can 
remember of the story. We open with our lead "OL" from 

w on) reading his parakeets suicide note. The bird has 
hung itself in its саре, His girlfriend tries to console him, 


lile avail. He crumples up the note, tosses it into а 
comer filled with debris. The apartment is a one: 

room, attress-on-the-oor, unwashed-clothes-strewn- 
bout, posters-on-th fair. OL would, 
at that time, be described as an underachiever, hiding out 


‘walis, no-furniture 


in college. He leaves by himself, not aware that his 
parakeet's note is being read in the comer, picked up off 
appears from a rubbish pile. This 
s where our memories have hit the wall. The garbage may 
gh the 
chemical process) of laced roaches. In fact OL may have 
ading the note and had thrown 
the roach into the comer, before he tossed the note. The 
hand's first appearance may have been to retrieve the still- 
lit roach, followed by puffs of smoke rising out of the 


the floor by a hand th 


gestion (or some other 


have come to life throug 


been smoking as he was п 
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debris. What follows next, we can't remember, By u 
time, OL may have realised his garbage had taken on a 


Separate existence. Let's define “Garbage”. The ‘Garba 


was not only waste paper, old food, used 
prophylactics, and broken gu 


tar strings, but an 
assortment of all his material possessions: his books, 
records, clothes, letters, photos. OL may be pursuing his 
Gathe 
and OL discovers that his friends like his Garbage better 
than they like him. We shot a line-up scene. The Garb 
has i 
Garbage lets him off the hook, by purposely failing to 
identify him. 
now. OL dejectedly goes back home, to discover his girl in 
She's much happier now, so OL 

takes his dead bird, still hanging in its cage, and departs 
unnoticed.” 

Tom Dalton, who helped out on the project, adds, 
'One memory which sticks with me was rushing into the 


at this point The Garbage is drinking, socialising 


sd a harassment complaint against him. The 
Вапу pauses: "You've guessed the end by 


bed with his Garba 


drugstore on campus, running up to the pharmacist and 
demanding five condoms ~ And I'm in a hurry! (For the 
srs, to be coated with Karo syrup.) 
"he trips to a few pet shops, asking if 
they had any recently deceased parakeets. I think it was 
afer 1 found myself lingering by a cage with a rather 
sickly looking bird that 1 came back to suggest we stick 


with the fake one. 
While the special effects ~ essentially а chicken-wire 
mesh contraption covered in garbage, with an actor inside 
were fairly crude, Barry nevertheless remembers that the 
"Hard as it may be to 
believe, it didn't look too bad on film, and we were not 


garbage creature сш а certain dash 


seeking realism anyway. It looked better than the Creeping 
Terror carpet monster, which I know is hardly reason to 
rejoice; but again, that really didn't matter: 

The results of his labours assured Barry that film was 
worth pursuing. 
hanging in its cage looked great, 


The close-up foot 


he remembers. "In fact 


someone watching the rushes got upset with us, thinking 
we had ри to death а real bird. 1 remember the footage 
from the opening scene looki ood as anything we 
shot, and I think the scene may have played well. I can't 
recall who played OL, but his girlfriend Val was a 
classmate of mine, Val photographed like a dream, She did 
the scene topless and was 


fetching. That was а 


problem with a lot of student films; many had a self- 
righteous, selfimportant air with noticeable lack of 
entertaining, exploitive elements. That's not to say ай the 
stuf? worked on at the time was goofy, parody stu. 
though goofy, parody, twist material seemed to suit the 
shorter film project 

parakeet or canary suicide hanging joke. The joke played, 
and I regretted not finishing my film up. 

Sadly, despite a week's filming. Night of the Garbage 
never did make it to the finish line: "We shot about forty 
minutes of footage. ‘and we processed what 
we had, but the film was never cul. There might not have 
been even a rough assemblage, although we thought of 
Nigh asa fifteen minute film. Some of it looked okay, but 
1 thought we had less than half of what we needed to 
Finish. A few hundred dollars had been spent and 1 figured 
it would take 
that's where the film was lef. Not that 1 gave up. 
on it right away. For a while, I intended to get back to it, 
but never did.” 


better. later saw a film that used a 


says Barry 


other thousand dollars to complete. So 


a лч esos азе wage cable 


коло; The Bugs Bunny Video Show. 
Popeye Cartoon Show ard Fim Fun a 
estacion Larei & Hardy sors wih 
tres caters Surely rol al ol hese can 
Те bees pubic domain? Note: France 
Sms excelent webs Pro Coifcaton 
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ре Porter arre ssi Pe fin na it 
эое болы зол na plan cron wa 
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Delving back even further in time, Dalton recalls that 
Night of he Garbage had its roots in а class project to 
whieh Barry was assigned, based on what would now be 
called “green issues’, Not so easly corralled, Barry had. 
made a five-minute 16mm black-and-white silent short 
entitled Mondo Crud, which extolled the virtues of 
pollution. “I guess 1 was sophomoric even then," deadpans 
Barry, “though 1 still try to harbour the illusion that once 1 
was a serious person, Young people are supposed to be 
serious, right? I's only when you get old, you're supposed 
to get foolish. Mondo Crud, I'm told, successfully 
screened on campus, along with a five musical accompa- 
niment, on the same bill with Warhol's Bike Boy. Still, 
Hollywood failed to сай.” 

1а 1971, with his degree on hold (permanently as 
tumed out), Barry began to contemplate directing a full 
length feature, His first impulse was to make a horror film, 
though he also toyed briefly with the idea of sexploitation. 
"The hardcore Mona the Virgin Nymph (dir: Howard 
Zichm, 1970] had just been released." says Barry. "I was 
told by someone to call "Uncle Tiny’, a friendly fellow 
who owned a sexploitation house on the West Coast? Не 
confirmed that hardcore had just about taken over the. 
market, and 1 went off the exploitation idea. The only 
project I would have even considered shooting hardcore. 
was Weekend at Emily's, а bouncy, literary sex romp 
graphically detailing the love-life we thought Emily 
Dickinson should have had. Edgar Allan Poe and Walt 
Whitman dropped in too, though old Walt might have been 
problematical relative to market requirements, But | 
wasn't going to shoot a hardcore sex film, and № 
wasn't really а serious project. There was a script we had. 
that bordered on hardcore due to the nature of the story. A 
woman has her teeth sharpened to help her to bite off the 
genitals of a fellow she has issues with. She does this, and. 
is happy in her revenge. He's happy too, since the 
castration leads to his spiritual renewal. I know this sounds 
terribly апу, (апу, Abélardy; and it may very well have 
been, though I wrote it as more of a mood piece with the 
emphasis оп а series of obsessive, fetishistic images. 

Turing back to the horror genre, though not entirely 
abandoning the erotic themes he'd being toying with, 
Barry decided to build а story around a dream he'd had: 
about an engulfing, possibly camivorous bed. 


d 


Making the Bed 


But what kind of horror film to make? Barry describes the 
process of elimination: "Okay, a horror film. Willard 
opened big, let's do a Willard rip-off. If you don't have 
money, you can't have shame. We were just about to buy 
the rights (for $1000 — the contracts were drawn and 
everything) to a Thomas Disch short story about а girl and 
her roaches [The Roaches, writen in 1965), when, I think, 
Leonard Kiriman? announced he was going into production 
оп a similar ‘girl and her roaches” story. We backed off and 
the other flm was never made. Just as well, rip-offs are a 
snooze and | don't much care for roaches. I wrote other 
script treatments, but we must have decided on Death Bed 
by late 71 or eariy " 

Barry decided 
a horror story of sors, to be blown up for theatrical release. 
Par-comic, part-surreal, with the monstrous “bed that eat 
asthe focus, Using $10,000 of his own money, he began 
work on Death Bed, a project that would span five years 


so for it, A colour 16mm feature film, 


and cost around $30,000, Im not good at approaching 
people for money," he admits, “though at the end, a few 
investors came in for a few hundred to a couple of 
thousand dollars. My memory of the production is 
spending a few thousand dollars at a time, running out of 
money, then scraping up а few thousand dollars more to get 
to the next stage.” 

‘Shooting commenced at the Gar Wood Mansion outside 
Detroit in spring 1972, with two days spent filming 
exteriors, Hired from a rock band who were encamped 
there at the time, the location was suggested by actor Dave 
Marsh (‘Beardsley’ inthe film), then working for the music 
magazine Creem: apparently it had already hosted а 
number of underground music-hi parties. Says Barry: “We 
shot only two days at the Mansion, since I was worried we 

ight get thrown off the property at any time. A rock band. 
жаз renting the place, we rented from them and 1 suspected 
they didn't have the right to sub-lease. Sure enough, a 
representative of the owner showed up the moming of the 
second day, but to my relief, didn't give us any trouble at 
all. In hindsight, the fellow may have been disappointed we 
weren't shooting a naked witches” coven scene on the lawn. 
I was told later that the owner wanted to buy the adjoining 
properties, so it was in his interest to be as much of a 
‘nuisance to his neighbours as possible, thus encouraging 
them to sell to him. Later, it was rented out to a motorcycle 
‘gang: there was a weekend biker party and the place got 
trashed. In Death Bed, a statue at the Mansion weeps 
blood: later we dissolve to а still of the broken head of that 
statue. That was taken from a newspaper photo covering 
the aftermath of the biker party." 

Although not onscreen for very long. the mansion is an 
excellent location, bringing a decadently aristocratic feel to 
the film. “It was an odd place,” muses Barry, “built by Gar 
‘Wood, an inventor who designed and raced speedbosts. He 
could steer one of his speed bouts right into the house, an 
indoor boat dock. The water was close: the old breakwall 
had failed and the water's edge was getting closer. The 

хате was quarried and brought over from Italy. А hug 
impressive ballroom, the fll height and nearly the len 
of the Mansion, almost divided it in two. Gar Wood lived 
оп one side of the ballroom, his wife on the other side. 
They didn't get along, and that way they wouldn't have to 
bump into each other unexpectedly in the course of the day 
‘Their son, Gar Wood, Jr. shuttled by a nanny back and 
forth across the ballroom from one parent to the other, 
wanted lite to do with the Mansion when he grew up. Had 
[known there would be no trouble from the owner while 
we shot at the Mansion, I would have adapted the ser 
the location and extended the shooting time there. But my 
‘experience was with productions where there was neither 
‘money nor influence to secure locations, so 1 had 
developed a catch-as-catch-can mentality.” (There was a 
brief opportunity to film inside the Mansion, which Barry 
quickly exploited for a flashback sequence exploring the 
bed's origins. We see the bed at one end of the Gar Wood 
ballroom, a player organ visible in a comer: the French 
doors to the rear of the bed lead ош onto the stone patio 
seen at the beginning of the film.) 

The interior of the small, windowless stone building, i 
which the bed is banished for much of the film, was 
actualy a set built а few miles away, in a studio rented 
from the film's soundmen, Jim Viola and Tom Sherry. The 
main bedchamber was located upstairs in their old two 
storey commercial/industrial building in Highland Park, 


Nightmare USA 


The entire room was а set,” Barry explains, "but 

most of the brick was real. The fireplace was built into the 
h plastic brick sheeting that we painted. That's 

«Ву, in at least a shot or two, you can see smoke pouring 

ош into the room, since the fireplace had no venting. In the 

film, the door to that room was the door to а stone shed in 

Lapeer, Michigan, some sixty n 


wall w 


shot some of the exteriors, The bed met йв end in а rock 
‘quarry, whose location 1 can't remember, though it 
probably wasn't any further away than Lapeer. 

The core of the movie was filmed over three-to-four 
sin the spring/summer of 1972 — his being the 
мей duration of the whole shoot. However, delays 
soon crept in and further filming resumed in the fall of 72, 
including key scenes from the fiery climax of the film. Still 
there was more to do: in 1973 another weekend shoot was 
arranged, adding further material. “Going over-schedule 
nk and rewrite elements of the story 
that weren't working," says Barry. "My script was not a 

oper shooting script, and we didn't have a production 
xanager: that was probably my biggest mistake, though 1 
ide so many mistakes, it's hard to rank them. Most of the 
time, the actors had their lines beforehand, and at times 
was some rehearsal But I think the longer we went 
оп, he les rehearsal there was. Some of this was due to 
ime restraints and exhaustion, but I was als finding 1 
len preferred the unrehearsed ог litle-rehearsed takes." 

Death Beds weird, listless acting performances play a 
key role in the film's uniquely dislocated 
atmosphere. Barry explains how they eame about: “1 
remember at the time of shooting, others on the film being 
concerned about my seeming lack of regard for the flat 
tone of some of the performances, and | did think, "Should 
1 be worried about this?” But 1 also remember feeling that 
while the actors are not in a soap-opera and the troubles 
their characters face are certainly not standard soap-opera 
difficulties, the delivery of their ines should still range 

rom Iow-te-middle soap-opera recitation — eamest and 
banal. This was more of an instinctual notion, that if the 

-the-top, the acting should run counter If 
the bed is outrageous, the people should be ‘downed out’ a 
bit. The сая, I'm certain, could have realised more 
expressive, dramatic characterisations, had they been 
asked.” And was there any ‘pharmaceutical assistance” for 
the spaced-out performers? Barry laughs: “Substance 
indulgence? No, not really, One performer may have been 
under the influence of spirits for а brief period of time, but 
that's about it. 1 knew none of the principals in the cast 
before Death Bed's pre-production, except for David Marsh 
sho played Beardsley. I's odd, in a way, to think of Dave 
as principal, since, even though he’s all through the flm. 
ве was on the movie for only two days. We always knew 
someone else was going to do the voice. We cast from the 
south-eastern Michigan arca. Most of the principals may 
have been in or just out of college at the time: some were 
heatre students, though 1 don't remember if any went to 
Wayne State. Maybe Rusty did. There were friends, family 
and crew playing some of the smaller roles. Patrick 
Spence-Thomas, Beardsley's voice, and Linda Bond, who 
played the resurrected girl, were from Canada. 

Barry's offbeat sense of humour is readily apparent in 
the film, ranging from broad (e.g. when the bed drinks 
Pepto Bismol after overdoing it) to surreal (Rusty Russ's 

reaction to his skeletal hands). "We were shameless with 
Monty Python’ cheap laughs,” he admits. "We would 


sory isa bit ov 
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go for a laugh at almost any time, no matter how low. My 
poor grandmother reading а lurid sex paper in the bed. She 
wasn’t worried about it, she thought the camera was so far 


away, no one would be able to tell what she was reading. 
Now, a guy who would use his own, truly beloved 
‘grandmother for a cheap laugh is capable of any crime 
against humour 

On a subtler note, the loquacious spirit of Aubrey 
Beardsley, sharing his poetic reminiscences from behind. 
the painting where he's trapped, adds humour of a different 
kind: “I was lucky to find Patrick Spence-Thomas,” Barry 
says. "He was the straight man for the bed. I initially did 
the film's sound transfers at his studio in Toronto, He 
agreed о do the voice of Beardsley, not to mention mixing 
the soundtrack on spec. Since | never made any money on 
the film, he never received any payment. At least he's 
probably forgotten me, since he had no real cause to 
forgive me. His voice-ov 
many bridging passages. 

їп a role tha seems perfect for the director of such a 
personal, idiosyncratic film, Barry appears as the demon, 
seen briefly in a handful of tight facial close-ups: however, 

ssion that he chose this 

pivotal cameo for artistic reasons: "Yes, I'm the eyes of the 


was very good, but 1 wrote too 


he is quick to dispel any impr 


demon. But this was not a preconceived cute cameo — we 
had something else planned but it didn’t work out. I was 
cheap, available and, as 1 remember, the only guy around at 
the time, except for the photographer, We probably should 
have used someone older. | also did the voice of the 
gangster. When we were dubbing at the Spence-Thomas 
sound studio, we ran short on voices. Food was delivered 
to the studio, so we could work and eat at the same time. If 
someone said опе of the delivery people dubbed one of the 
characters, Ї wouldn't deny it" Death Beds Canadian 
assistant cameraman Bob Gallant (who worked on David 
Cronenberg's The Brood, as best boy) played the demon in 
a Tong shot at the end of he film: "Bob died young, in the 
carly- to mid-cighties,” Barry recalls. “I never heard the 
ве. He was a nice enough looking fellow, but very 
boyish in appearance, which is why I didn't use his face for 
the demon.” As for the bed and its various rumblings: 
almost certain the bed was voiced by more than one 
person, Patrick Spence-Thomas may have done the 
laughsiggles and some of the beds utterances. I may 
have done the snoring. Ron Medico did a number of voice 
ninister for sure. Jock Brandis [gaffer and 
special effects man] played the Minister onsereen, making 
his acting credits Death Bed and Scanners! 

Brandis, seen briefly in the "psychic commune’ 
of Scanners, worked as а grip on David Cronenberg's The 
Brood, Scanners, Videodrome and The Dead Zone, as well 
as David Lynch's Blue Velver and John Waters's Serial 
Мот — quite a tally of left-field projects! He also shot a 
film for Ed Hunt in 1974, called Diary of a Sinner, Says 
Barry: “Jock Brandis left Canada and movie-maki 
years back. At the end of the 1960s he met Kurt Vonnegut 
in Africa. Jock was with a Canadian version of the Peace 
Corps attached to relief efforts for Biafra, and Vonnegut 
had flown in to write an article about that nation’s 
impending fall. Vonnegut said something like, ‘you know, 
someone like you, who's been here for a while, should be 
writing this story’. Thirty years later Jock did just that, in 
his novel The Ship Car (2000), He also went back to. 
Africa, and his DIY atitude, so evident in Death Red's 

invention which may be a 


special effects, has lead t 


Sce сш м ne demon and Unda Bond as 
ec seo s a толесе Galat was 
resort cameran: he and Bond ware та. 


тез me and hd ogeher n 


s dragged ino he bed 


genuine aid in combating Third World hunger" Brandis 
was responsible for creating the bed's erupting digestive 
juices (the stomach" itself was housed in а tank. 
downstairs from the bed chamber in the Highland Park 
studio-space). The digestive juices, Barry reveals w 

water soap mix, heavy on the soap, with yellow food 
colouring, bubbled out through an air compressor-pump- 
thingamajig. Jock was really invaluable to the fiim. He 
was the gaffer, equipment manager, special effects and 
everything else guy. For instance, the professional stage 
blood we bought looked awful, So with water, food colour 
and a litle flour, paste, or something. he came up with 
phoney blood that not only looked okay, but also, when it 
spilled ош and hit the ай, would actually darken like 
coagulated blood.” 

The Cronenberg connections keep on coming: Death 
Bed cameraman Robert Fresco shot David Secter's Winter 
Kept Us Warm (1968), a Canadian drama which 
Cronenberg says converted hi 
“Toronto science major into a filmmaker® Fresco's 
subsequent work has largely been in Canadian television 
and documentaries, the latter including studies of jazz 


from a University of 


musicians such as Cecil Taylor, Archie Shepp and Hugh 
Masekela. “I had not met Robert Fresco before pre 
production on Death Bed,” Barry says. “I was up in 


Toronto to talk to a couple of people and check out some 
motion picture equipment available for budget rental. 
Someone connected me to Jock Brandis and 1 think 1 
initially approa 
reluctant to be the director of photography, 1 think he was 
the one who mentioned Robert Fresco, though they may 
not have had a close personal or working relationship. I 
can't remember what 1 saw of his work, if any, before he 
agreed to do my movie. 

‘Among the other friends to have played a part in the 
making of Death Bed, Barry found his girlfriend of the 
time, Maureen Petrucci, invaluable. Her initial role as art 
ctor soon grew, Barry admits, to include "endless hours 
оп the film during pre-production and production, taking 
responsibility for chores far outside an art director's tasks.” 


yed him to be the cameraman. He was 
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Bed-Post Production 


Although Беш Bed was edited piecemeal over the years 
that it was shot, George Barry and his friend Ron Medico, 
an experienced TV editor, did the tine cumin 
three months during 1976, As Barry recalls, "The editing 
room was a spare bedroom in my home and the editing 
bench was an old door set up on sawhorses with square 
holes cut out, and pillowcases attached to catch the film. 
Better equipment was available for short stretches, but 
Death Bed was mainly cut on a Moviola Jr. a itle known 
and technically rather limited machine, Using it was, in 
Barry's words, "akin to baking a cake over an open 
campfire!" 

It wasn't long before the eponymous bed began to 
exent its influence on the overall structure of the film. Says 
Barry: “Whenever w 
to be in trouble. So we cut the footage 
distant from our ‘star’, based on a principle of, "Cut out 
what doesn't work, leave in what does... and do the best 
with what you've got.” When pressed on the unconven 
tional style of the film he adds, “Our “practical” hoic 
‘came from our tastes and 1 suppose our tastes weren't very 
‘practical’ at ll. Commercial considerations fell by the 
wayside.” Among the scenes to he dropped were a shower 
scene, and = perhaps most antlisingly — а seque 
featuring actress Demene Hall participating in dream. 
experiments at a mysterious laboratory. Scenes featuring 
Rusty Russ and Demene Hall visiting a gay bar were also 
excised. “The cutting of those scenes, like the dream lab 

the beginning, was no fault of the east, They wen 

either ill-conceived, or just didn't fit in.” says Bary 

"Their removal caused a few headaches for editor Ron 
Medico, when dealing with the scene where Sharon, Suzan 


in about 


got away from the bed, we seemed 


seemed 100 


and Diane drive out to the mansion, "Ron remembers how 
he had to push that sequence in the car," Barry exp 
"The trouble was: Diane meets Suzan in the dream lab, and 
Diane meets Sharon in the gay bar, and we cut both those 
scenes, суеп though both were shot wih synched sound. 
and we had litle enough of that. Nei 
good, but the major problem was we felt they kept the film 
away from the bed too long. So the girls just show up and 
their interior car footage became more important than. 
originally intended." The solution Barry and Med 
up with was to use the car scene for exposition: but by 
doing it via Suzan’s dazed, child-like voice-over, and the 
strange sideways glances of Sharon and Diane, a creepy 
sense of paranoia emerged. justifying the new slant and 

naking what could have been a blatant patch-job into 
something special 

"With а rough-cut established, Barry east around for 


someone to provide a music track. He eventually tured к 

Mike McCoy, “a 

hearing aid. When he didn’t want to deal with t 
mer, he would tum his hear 


"all thin fellow in his twenties who had а 


he did a good job, apart from the music for the opening 
and end credits. It was my fault, 1 had asked him to do 
something of that nature. What was 1 thinking about? 1 
thought it would be amusing, but it's not funny "strange 
funny "hacha' It's funny “doesn't work at all'."7 

“Death Bed would have been better served if the music 
had been planned earlier and we had given greater 
attention toi,” Barry says. "Ron and 1 talked about this in 
the last year or so, He wishes Death Bed had more musie. 1 


Nightmare USA 


do too. 1 should have had Beardsley talk less, we should 
ve used music more to bridge certain narrative jumps. 
Dreams are set down in words, when they're often better 
presented with image and sound." 
Another decision that Barry regrets was adhering to an 
Without that standard, the 
film would have come in at sixty to seventy minutes. It 


ight have had similar pacing, but it definitely would have 
been shorter" | mention to Barry that Death Bed, unlike 
ost other horror films, has an almost gentle rhythm: “I 
think you're right. IFT had thought about that at the time, 1 
would have probably said to myself "What are we doing? 
We need slow walks down long 
mpiag out at you, shocks, more spooky stu.” While 1 


dark corridors, things 


was never overly fond of those slow walks, dark corridors 

ings jumping out at you, 1 do think shocks and spooky 

can be quite fun. 1 guess I didn't have them enough in 

mind, or 1 wasn't in my right mind, I don't know. 

The sound was transferred and mixed at Patrick 

-Thomas's studio in Toronto, while film processing, 
sgative cut and the answer print were done in 

Detroit: by which time the film had cost approximately 


550,000, With just a few remaining jobs to be done, 
including the addition of credits to the beginning and end, 
se film was virtually finished. All that remained was 

imd a buyer 


“We like to think we cheat less. 


Unfortunately, Barry's problems were just beginning. "In. 
377. just after the 16mm answer print was finally don: 

we had а screening in Toronto for the Canadian contin 

he crew. A Canadian film distributor was at the 

cening. He offered n 


distribution agreement for 


Canada, which I signed, Since he had only a small 
прапу, he couldn't afford to blow up Death Bed to 
3mm, but now, he told me, 1 could go to а Toronto lab. 

and they would blow up the movie on the basis of a 
ment, Secured by this contract. So off 1 go, 
nd to the film lab. Now I'm not saying the 


in fact he was very polite 
this Canadian film distri- 
sion agreement as if it were used toilet paper: 

If the Canadian deal didn't come ой, thir 
мег in the USA. Over the next co 
avelled 1o Los Angeles and New York City several times, 


le of years, Barry 


making the rounds of the small film distributors. "Most 
ly didn't like the movie or didn't think they could 
ake any money with it" he recalls. 
ré tough times for some of these operations. The dri 
along with the 
ax shelters that some distributors had been using to 


“The late seventies 


s and urban action houses were closing 
leases.” Those that did show interest were 
put off by the blow-up costs. The tenor of these meetings 
be gaged by the attitude of one sales manager for 
LA. distributors Boxoffice International who took a fancy 
ә the movie, Barry recalls, "I was in L.A. in 1977/78, 
screening Death Bed on the cheap off a flatbed. Steve 
Kaplan came over from Boxoffice International saw the 
film and expressed interes. His sales pitch was, "Don't 
bout us cheating you because we're going to. But 
же like to think we cheat less." A clever line and Steve was 
lever lad, Harry Novak was out of the country at the 
ime, his brother would have to approve a deal. 1 showed 
the film to him in a proper screening room and he simply 


ream 
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Don't worry about it. 
ink 


wasn’t interested. Steve then said, 
you wouldn't hav 
less, but we cheat just as much as everybody 
else.’ I saw Steve three or four more times over the course 
of the next year or so. I believe he had burnt his brid 

with Roger Corman at New World, and Atlas Films, and he 
would go on to bum his bridges with Boxalfice 


ten much anyway. We like to 


International in а big way. Steve maintained healthy 
relationships with а number of sub-distributors, often (1 
suspect) at the expense of the companies he worked for. 1 
remember him expressing pride in his TV ad campaign for 
Rattlers. Dark screen with just he title, Raters the 
narration something like, "T 


extreme, we are not ALLOWED to show you any scenes 
оп television.” Actually th 
me, that he couldn't f 
ad, Steve's way of saying goodbye to Boxoffice 

osses of Rattlers to 


movie was so tame, Steve told 


М anything in the film to use in the 


Intemational was to give the аспи 


its producers. But the mistake they made, at | 
Steve's mind, was to sue Boxoffice Intemational, not the 
Novaks personally. That's when Boxoffice closed and 
resurfaced, | think, as Valiant International So the Ratlers 
producers may have ended up with an empty judgment 
against a defunct company. I called up Boxoffice around 
iat time" 

A call бот New York raised Barry's hopes for a while: 
someone had seen Death Bed and was ready to psy money 
up front: “1 Пу to New York, ther 
didn't know the film would have to be blown up. Hed 
seen а 16mm print, but assumed the film had been shot in 
35mm. He still had а distribution agreement 
di 
contract to another company. That way he would have had 
to pay out only a percentage of a percentage. This 

The whole 


't sign it. 1 found out he would have si 


happened, in one form or another, a few times. 


affair was becoming extremely dispiriting. As Barry dryly 
s: "The Nos were Nos, the Maybes were Nos 
and the Yeses were Nos. 


But Barry was determined not to be steamrollered by 
despair into accepting a crummy deal: "To answer the 
After a while, why didn't just sign 
anything to get the film into release?” —1 was looki 
distributor who would blow up Death Bed and who would 
pay me something if the film made 

being totally naive; I never expected to receive whatever 
producer's si 


obvious question, 


was in the distribution agreement. But 1 
4 something. So 1 found myself not following 


up deals or signing agreements where | truly felt there 


wanted to 


would never he any retum. After hawking the movie for 


two or three ye 


з. my only choice seemed to be, “Sign the 
Tim away and expect nothing in retum, not even a halfway 
decent release print” Even though most of the money in 
the film was my own, there was still some outside 

ad worked on spec, 
so I was reluctant to sign a worthless contract. 1 know 

that's a contradiction; people receive the same from an 

sod film as they do from a film in release with а 
worthless distribution agreement: nothing. But still. 

early eighties I talked to a few people about a video 
release, The last person 1 remember speaking with was 
Martin Margulies aka Johnny Legend, We never met, | 
think we had a couple of phone conversations, He seemed 


investment in the movi 


and people 


like a nice enough fellow, and at this point all 1 wanted 
was for him to put in enough money for Death Bed to have 
a decent video release prin. However, he was strapped for 
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De tnc ry dense 


cash since he had just produced My Breakfast with Blassie 
(1983). After that, 1 pretty much forgot about the movie.” 
And so there the entire ten-year struggle ended: with 
an unreleasable film and $30,000 down the drain. A 
gloomy end fora project steeped in dreams... except, it 
wasn't the end at all. They say truth is stranger than 
fiction: in this ease, truth took the cliché as a challenge 


The Mouse of Destiny 


A lot of things have changed since that day, sometime in 
the early 1980s, when Barry consigned his print of Death 
Bed to the attic ~ not least the presence of the internet 

ош lives, As a research tool the intemet is invaluable: a 
book like this would have taken fifteen years, not five, to 
‘complete; and without it, George Barry would never have 
realised that a pirate release of his movie had attracted 
devotees abroad. 1 began researching this book in January 
2001, and at the top of my wish-list of directors was 
George, As luck would have it, in September that year a 
film fan called Danie! Craddock posted an appreciative 
review of Death Bed on his website Lightsfade: which is 
where the various threads of this story come together at 
last. 


That anyone should even have heard of Death Bed, 
much less seen it and bought it on video, came as a great 
surprise to Barry himself: With Death Bed rejected at every 
tum, he'd been discouraged from continuing as a 
filmmaker: "There were a number of projects I tried to get 
off the ground." he says, “but 1 was never able to secure 
enough money to do them оп other than a piecemeal basis, 
the same way Death Bed was done. 1 didn't have the 
energy, confidence or resolve to continue on that road. If 
I'm honest, it was really а lack of courage to undergo a 
similar pounding” 

No wonder. One night, though, in September 2001. 
after working late compiling а database for his book- 
selling business, Barry decided to unwind by browsing the 
intemet for information on а forties movie actress he'd 
seen on TV that even 


iuirics led him to the 


scanning the topics. clicked on a post 
by the French film jouralist Jean-Claude Michel, who was 
asking for information about a very strange, very obscure 
movie. The title? Death Bed: The Bed That Eats 

Barry was astonished: not only was a pirated version of 
his movie out there in the world, but it was exciting. 
connoisseurs of the cine-fantasique: Michel's query 
included а link to Daniel Craddock s online review. 
Craddock too was asking readers if they knew anything 


bout the film. Barry wrote to him, and soon an interview 
was posted to accompany the review. 

When 1 began work on this book a Google search for 
information about Death Bed tumed up nothing. 
Fortunately, my good friend Marc Morris, of the website 
Mondo Erotico, knew of my eagerness to interview Валу, 
and a year later in January 2002, he to tried a search. The 
timing was perfect: Mare found the Lightsfade link and. 
within days Daniel Craddock put me in touch with Barry 

1 was overjoyed, and it wasn’t long before the notion 
ога DVD release for Death Bed came to mind. Early in 
2002 I'd been approached by Nico B, of Cult Epics DVD, 
to write liner notes for his release of Agustin Villaronga's 
Tras el cristal: so, when a mooted DVD release of Death 
Bed by Lightsfade fell through, I sent Nico a video copy to 


эсе what he thought. He loved й, and Death Bed received, 
at long last, its debut release in America. There was even a 
‘world theatrical premiere, at the San Francisco. 
Independent Film Festival, or Indiefest, on 15 February 
2003 а little late, perhaps, some twenty six years after 
"he film's completion. But unlike Rip Van Winkle, Death 
Bed awoke into а new world that had still not quite caught 
up with it. 


Who's Been Sleeping in My Bed? 
the Fairy Tale Life of a Cult Classic 


Now the facts and names and dates have been marshalled 
for this least documented of slver-sereen dreams, there are 
still questions to be asked regarding its unique provenance 
Barry's thoughts on his creative process give some insight 
into this most idiosyncratic of horror films: "Horror and. 
fantasy films have been my favourite type of movie since I 
was a child. But 1 believe а horror film ean be more 
‘comforting than a fairy tale, Fairy tales possess an 
unrelenting logic similar to dreams; they can be frightening 
and inevitable, As а kid and through my carly teens, | 
enjoyed reading science fantasy and horror literature. 1 
read a fair amount of spooky stories, English and 
American. Poe, of course, Н.Р. Lovecraft, many others: 1 
was too old to be reading fairy tales when I was a young 
teenager, but {started college at sixteen and soon 1 wasn't 
тоо old any more to be reading fairy tales again. 1 liked 
Oscar Wilde's fairy tales, and that lead me to read Melosh 
the Wanderer. Years later, this may have lead to my interest 
in myth and folklore, Why did 1 use Beardsley in Death 
Bed? Hmmm. 1 think, carly in the writing, | decided the 
bed was never going to talk, and I needed a device to 
supply the film's history. Why the picture, 1 don’t know 
The Picture of Dorian Gray? And if it's a Wilde 
connection, that could lead to Beardsley. Did 1 come up 
with Beardsley because I thought Dave Marsh looked like 
Beardsley? 1 went to school with Dave. I know, м least in 
my company, people were not stopping Dave in the street 
and asking "Are you Aubrey Beardsley, famous lon 
deceased English artist?” Maybe it was because of 
Maureen Petrucci, the girl 1 was going with at the time. 1 
felt Maureen would be able to draw a decent Beards 
imitation. Maureen did most of the art and set din 
the film and actully co-produced the movie while we 
were filming.” 

Asked about his possible esoteric interests (after all 
the period from which Death Bed draws was rife with the 
occult fascinations of Madame Blavatsky and the Temple 
of the Golden Dawn), Barry offers this response: “I don't 
Believe in the supernatural or the occult, but 1 believe they 
exist 1 don't believe God or the Devil exist outside our 
bodies, but they may exist inside. A person may have faith 
there is a God/Devil, they don't need science for proof. A 
person may have faith there is no God/Devil they don't 
need science, either. I've had people tell me true ghost 
tales. Some 1 thought were BS-ing me. At least one 1 took 
at her word. What about ghost stories and horror movies? 
‘Some may be creepy and unnerving, but many are 
and reassuring. They relate troublesome and. 
fearful things inside us, often using a greater restraint than 
are granted to us by fairy tales and our dreams.” The 
stakes that Christianity attributes to the occult leave Barry 
unimpressed, and he explains in terms that make you wish 
he would direct again, perhaps from the works of 
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n Marlowe: “I'm inclined to find 
Faust stories a bi silly in their narcissism, the exaggerate 


Wyndham Lewis, or ev 


value they attach to an individual's soul, The Devil 
wouldn't really have to make the effort to acquire souls 
one at а time. What he would need is a very large office 
with lots of staff. Three shifts of clerks going twenty four 
hours а day to handle the workload, He wouldn't need to 
advertise, he could rely on word of mouth. He wouldn't 
need a prime location, people would come out of their 
way. The lines of applicants would wrap around blocks 
and city squares and perhaps the cities themselves. I see 


shorter versions of these lines every day. The purchase 
prices could be very modest. If the Devil needed the one 
‘on-one contact of this process, he could spend even less, 


since so many of us feel so alone. People would give up 
or offer their souls for nothing, they would be grateful for 
the attention! 

And dreams? The ‘dreamlike’ analogy is positively 
invited for a film about а bed that kills its occupants, not te 
"mention the presence of a shuddersome sequence where a 
‘dreamer is invited to eat bugs from a silver platter, or sees 
the pages of a book tum into mirrors that capture the 

lace. If the whole film feels like a dream, 
these dreams inside dreams are perfect analogies for our 
life is but a 
dream” is still one of the metaphysical fron-runners when 
it comes to a view of existence. Barry sees the dream angle 
» of them: 


flames of the 


‘wn night-time wanderings: cliché or not, 


im an active light; as a warning not to let 
People not only forget their dreams, they often forget 
about their dreams. They forget about the process of 
dreaming: not only the details, but the event itself, If the 
journey is more important than the destination, then dreams 
are constantly changing journeys whose destinations we 
might not want to reach anyway, Some people use dream. 
cir dreams 


books with numbers, and others analyse t 
according to physiological disciplines, and that's okay, | 
guess. Better that, than turing your back on yourself and 
disregarding them altogether. Death Bed isnot the only 
instance where Гуе used a dream I've had for story 
al 1 wish, in Death Bed, ГА incorporated the dream 
elements into the story structure in a less simplistic manner. 
Death Bed came from a dream and, to begin with, 1 wrote 
the story as more of a fairy tale than а horror film, We 
filmed the story as more horror film than fairy tale, then in 
e editing process, Death Bed tried to retum to its fairy 
tale origins. However hazy my thinking might have been, 1 
planned Death Bed to be a genre film, an exploitation 
movie: a fairy tale in the comfort of a horror film with 
J considerations haphazardly thrown in." 
As a long-time devotee of European horror cinema, 1 
suggest to Barry that there's а very European fee! to some 
of his imagery especially the story behind the creation of 
the bed, and the demon who tums into a breeze. These are 
not typical drive-in movie notions! Says Вапу: “The 


European look to the film has been mentioned to me before. 
This was not а preconceived notion, When we viewed the 
rushes o the first interiors, I can remember feeling they 
were too bright. Robert Fresco and 1 talked it over and 1 
remember him feeling the same way. Then 1 believe, Jock 
Brandis, the gaffer, told me Robert had a tendency to utilise 
whatever lights he had at his disposal. So Robert made 
adjustments and we retumed some of the lighting equipment 
"he film 
d hat the. 


to the rental house. This ìs a long way of sayin 


became darker, even though we had to keep in mi 
was intended to be blown up to 35mm. 


To Sleep, Perchance to Scream 


IT had to guess which hortor fans might appreciate 
Death Bed most, | would hazard a guess at the Europhile 
contingent, so 1 asked Barry if he's familiar with European 


horror cinema, citing а handful of the major players: "Of 
the directors you mentioned, I've seen Mario Bava's work 
the most. | certainly appreciate why he's been so 
influential. Could he be, in the West, the most influential 
genre dirctorícinematographer of the sixties? Or is that an 
overstatement? | quite like Michele Soavi’s work, In fact, 
his Dellamorte Dellamore, and del Toro's Cronos, are 
probably my two favourite horror films of the nineties." 

Unlike some, Barry is comfortable discussing possible 
influences: “Films that deeply affect you may not be well 
remembered. But | remember, when | was seven or eight 
years old, seeing Rodan and The Hunchback of Norre 
Dame, the version photographed by Michel Kelber 1 was 
fascinated, not only by the story of Rodan, bit by the fact 
thatthe people in the film were all Japanese; and I was 
intrigued, not only by the story, but by the look, the colour 
of The Hunchback of Notre Dame, Now neither of these | 
would list among my favourite movies, but what might 
they have started me dreaming about?" As а further guide 
to the mental world of Death Bed, he offers the following 
list of movies 


The Wizard of O: 
Citizen Kane 

La grande bouffe 

Persona 

Faster, Pussycat! КШ! КШ! 

Scrooge aka A Christmas Carol (1951 version) 


Woman in the Dunes 


1 really, really like these ‘but I don't 
know how influential they were on me. | would have seen 
La grande bouffe afier the core of Death Bed was shot. 
It may have influenced me during post production. It 


svies," he adds, 


certainly is one of my favourite films. Overall, | may like 
Buñuel as well as 
springs to mind when I think of Death Bed: “Well, there is 
that magical bed in La helle er la bête isn't there? And 1 
may very well have seen the film before the making of 
Death Bed, though if | had. there wasn't a conscious 


y filmmaker.” 1 mention that Cocteau 


Rediscovery 


1 drink tea from the cup of my memory 
Strong & iter, itis my hearts blood & reason, 
To say everything has its fixed place, its season, 
Denies refuge in the shadows, 

Always now just becoming my past. 

© George Barry 


George Barry is in his fifties now, with two children, a 
thriving online bookselling business, 

must be thankful, an attentive cardiologist 
enter hospital for a successful heart procedure. As those 
who own the DVD of Death Bed will already know from 
his brief but welcome video introduction, he is a warm, 
humorous, and unfailingly modest man — during the lo 
correspondence he and | have enjoyed these last few yes 
he has consistently discussed his movie with a dry wit and 
habitual scf-effacement. This modesty, to a degree 
characterises his response о its belated “rediscovery” too. 


ind for which we 
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but there's по doubt he's quietly over the moon, knowing. 


there are people dotted ай over the world who adore Death 


Bed and consider it somethin 


pecial. He's aware that for 


some people it's а film to laugh “at” as well as laugh 
wit 


budget nature of the production. Nevertheless, 


not everyone is uncritical, or forgiving of the low- 

the majority 
‘of those who've commented on the film since its arrival on 
DVD have done so їп a spirit of sometimes bemused, 
sometimes rapturous admiration: “I've received far more 
positive respon 


to Death Bed than 1 could ever possibly 


have im he told 


ined years ago when we made the film. 
the editors of the book Gods in Polyester. 10 Having 


Watched the film emerge from the shadows, be says, lt 


some people like the movie along 


the lines on which И was designed. Twenty five years ago, 


at the screenings 1 had for east, crew, friends, family and 
guests, people laughed and told me they liked the movie 
But that’s what you would expect, The screenings 


attempting to secure distribution were, for the mo 


par. 
ble, even relieved, to 


prety dismal,” Barry is comfi 


know that audiences lat 


when confronted by the film's 


weirdness: “While it's not a comedy, И hard for me to 


imagine a person liking, or even being interested in Death 
Bed, if they didn't find some parts of it amusing 


Isa far сту from the disappointment of the 19805 
From the mid-eighties to when 1 found out about the 
film's pirated release, 1 didn't think about Death Bed a 
lot,” he says. A painful memory’ "No, more a tiring one 
During the film's long post-production there were plenty of 
‘occasions where 1 felt ike chucking the project, but even 
though the film was never blown up for theatrical release, 
when 1 did think back about it, 1 found myself feli 
1 finished. Despite a striking lack 
arduous work seen through tothe end can offer a certain 
х of inner satisfaction. However, di 


Death Bed has found a small, appreciative, if possibly 


demented, audience, is a great bonus, а gil really, for те, 
To be honest with you, if 1 had looked into a crystal ball 


before shooting the movie and had seen Deuth Hed would 


lake five years to complete and then not receive a 
theatrical release, 1 would have rewritten the story and 


attempted а more conventional, commer 


у acceptable 
movie. Whether it would have worked or not, 1 don't 

know. If 1 had lo 
the movie, 1 might have ad 


ed into the same crystal ball after 


shootin pted a what-the-hell 


attitude and Ron and 1 would have edited the film a bit 
differently, It's funny, had 1 found out twenty years ago 
about the Death Bel pirate. along with some modest 


positive feedback, that might have been enough of a boost 


o see me through to something else. I never stopped 
writing. though my output, which was never voluminous, 


Epilogue 
So with a symmetry as poetic as the film itself, Пеш Bed 


a film of fairytale imaginings, enjoys a fairytale happy 
ending and a wonderful new beginning. emerging on DVD. 


to many a rapturous and admiring review. Geor 


е Barry's 


sat last taken 15 place as one of the 


sirangest treasures of American horror. For sure, its new 


audience is modest in size, but know people who adore 
р 


again as the years yo by. And ГЇЇ be one of them: because 


ath Bed, who will probably watch it ten or fifteen times 


even afier talking at great length to this most genial and 


‘candid of directors, even after viewing the film through th 
lens of new facts and background stories, Беш Bed 
tched into the grain like 

ensuring that it will af feel like cinema from a parallel 


retains а mystery, magic spel, 


universe, I's a movie where dreams and ге 
intorchang 
imagination are tucked up together so tightly they ve 

There's nothing 


bly bizare, where humour, horror and surreal 


merged into a single unique night-beast 
you love it there is nowhere else to tum 
back to the bed 


р 


Spanish vei 


This pirate copy was then pin 
a, which is he 


Unck Tiny can be seen in person in The Heind I 


(dir Roben Gr 


min Britanny in the ме 11% Century Pierre Abelard w 


asc philosopher of Aristotelian bent, who brought dial 


ecclesiastical teachings of the бу. and thus suf 
ей love a 


With female student, Heloise, he was castrate by а gany ted b 


Ts uncle. after which his teachings took on а more dev 
4 Director d and Curse af the Н 


5 The tory is at www:peanutshelieront 


Creer om Cronenberg, d. Chris Rodley, abor 


the DVD release of Death Bed, за 


y own to the beginning and end croix George suggest 


from Lumin 


Darkness, the first album by my i 
ie film, 


set about adapting itto matsh the mood 
and phased 


ra (0 the aum venion, lending — | hope 


7 owotie Intemational closed down in 1978, and V 
International appeared he fl ‘May Lalo S 


naively inquired. Kaplan is no longer with s SLAM. Irt 


9 Notre Dame de Paris (1956 dir: Jean Delany) 
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Imagine hell let loose on the world. 
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ABDUCTED typical of the endless parade of fuzzy blue lights buzzing around 
Don Jones (1973) low-budget productions in the wake of Poltergeist and Close 
See interview wish Don Jones. John Stogin and Gary Kent. Encounters. The demons provide a couple of starling moments, 
Made in California. but you can already soe ln their over determined sculptural design = 
»ginnîng of another trend that would sweep the horror genre NEST = 
inthe eighties: the overuse of leering monster masks. A cheap TR iiz 
ALABAMA'S GHOST prosthetic met, Raiders-style, tums a dummy of the alchemist to m 
rede Hobbs (1973) Tae mush, bul И looks more like а demo forthe plastics industry flat orig sin sin al iei 
See interview with Fredric Hobbs and Wiliam Heiek: than evidence of he зиратта! ام کک‎ 


in fim). confronts demons отта Fe 
Made in California. Scant use is made of the сарез more intresting cements маво сони ke The Achaia 


Alchemy is a potentially fascinating source of imagery for he 
horror genre; sadly, for lli incidental pleasures, The Alchemist 

ALCHEMIST is unable to perform a transmutation of its own. The eme is 

Charles Band [begun by Craig Mitchell] (1981) never expanded — Aaron tells Lenora and Cam that the real aim of 


1871: A woman in white, Anna (Lucinda Dooling), ised by alchemy is self transformation, an assertion that should have been 
“шї forces to а moonlight rendezvous with Delgato (Robert the key tothe story's climax. However, instead of Delgatio 
‘Glan, an alchemist who oss for her body — and her ош. undergoing а dramatic change of form in the later stages he is 
Anna's husband (Robert Ginty) follows her through tangled Simply stabbed and bisected in the magic gateway. I's a shame 
Woodlands: stacking Delgatto with а knife, be instead accidentally the characters wasted, because his feelings for Anna seem 

bls Anna. In fury, Delgatto utters а cune, condemning the еттй: the cunse he plases on Aaron is bo as much from anger 
husband to valk the earth as an anima For the lons of his love as the thwarting of his will, making him an 


The 1950s. Lenora St Clair (Dooling again) is heading for adulterer and a sorcerer but something less than capita-leter Evil 
Charlotte, Nonh Carolina when she experiences a vision ofthe (H's all a bit Wuthering Heights really), The effects of the cune 
woman in white. Shaken, she picks up a hitch hiker, Cam (ohm are likewise thrown away; after an carly scene (borrowed from At 


Sanderfor) infuriating him with her offhand amd defensive American Werewolf In London) in wbich Aaron hunts down a 
atitude. Occult powers emanating from ап old woman, Esther small deor and fons jis entra for а couple of seconds, we see 
MeCallum (Viola Kate Stimpson) draw Lenora’ car of the read no more of his canopy What's lefi is basically a rather” 

and into the woods. The car crashes, and Cam tries in vain to «деть variant on the old witch's curve routine. At least the 


тшде Lenora to walk back to the highway. Instead she heads woodland location work is atmospheric, and scene ín which 
‘of deeper ino the tes. In а glade, they meet Aaron MeCallum Cam and Lenora are attacked in the woods by barely glimpsed 
ier Ginty again). whom Lenora recognises from her vision, 
Aaron invites them Pack to his shack and introduces Esther, whom 
he reveals is in fact his daughter Aaron has never aged since the 
speli was placed on him over a hundred years ago, although his 
daughters now very old. Disturbed by Aaron's sinister stories, 
Сип drags Lenora from he house. Aaron calls after them tous 
his car: Esther has summoned demons to enact the shifting of the 
cune from her father, but at the cost of Lenora's soul. 

The Alchemist would have been fine as the botom end of a 
ixble bill, but alone it's not really strong enough. The plot is 
garbled and the function of the demons in particular is never 
Замка upon. Top-billed Robert Ginty looks uncorfrube, if 
ot unwell. His everyman shtick worked just fine in James 
Glikenhaus's The Бетти where he played a normal Joe 
pushed to violent extremes: as a cursed 140-year-old yearning for 
his lost love, however, he's out of his depth. 

The Alchemist was copyrighted in 1981 but failed to secure a 
release until ЗЫ; Band took over direction from Craig Mitchell, 
очаат of Doo Coscael's early credit, Jin the Worlds 
Greatest (1976). You can tell rom the disjointed ratur of the film 
that it was a troubled production, because inconsistencies abound 
Esters death occurs with no explanation or build-up, and when 
Lenora meets Aaron she says he's the man in her dream, despite 
having angrily asserted сийет that her visions weren't dreams at 
all. Alo a problem are the tacky and charmless optical effects, 
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Imagine hell let loose on the world. 


cbe alcberoisc, 


THE ALCHEMIST 


demonic figures is сегйу similar to Richard Blackburn's Lemar 
(Bearing in mind the lead character's name, Band may well have 
been influenced by the Blackburn film.) Abo interesting are a 
‘couple of scenes that pre-empt the imagery of Ridley Scot's 
Legend (1985) Lenora’s walk through а magic stone gateway in 
the trees into a fantastical version of the forest, with а deep red 
sky crisscrossed with lightning, resembles a cheap and cheerful 
version of the Scot epic, as does a beautiful image of dandelion 
seeds blowing through a woodland glad, To round off these 
allusions to greater works, the score by Richard Band he 
lictor brother) is a classy orchestral affair reminiscent of Pino 
Donaggio’s work for Brian De Palma. 

‘Charles Band, tom 27 December, 1951, is the son of 
filmmaker Albert Band. He directed his first movie in 1973, a sex 
‘ate called Last Ромни i Burbank, starring Michal Раш. Aer 
Several years as an independent producer (е handled Pataki's 
Mansion of he Doomed and David Sehmoeller's Tourist Trap 
amongst others), Band started an Павао кей production house, 
Empire Pictures, Empire collapsed doe to international financing 
difficiles in 1989; undeterred, Band started Full Moon Pictures 
the following year The company still thrives today. His drive and 
‘enthusiasm for independent comercial genre cinema parallels 
Roger Сотта» New World studios (although it must be said that 
Band has discovered rather fener great directors along the way). 

Made in Californi 


THE ALIEN DEAD 

Fred Olen Ray (1980) 
ha Alien Dead 
aka Рей from he Sk 

‘Notas good as Tony Malanowski's The Curse ofthe 

Screaming Dead (1982), but better than Joel M. Resd's Night of 
the Zombies (1981), this early effort from one-man exploitation 
factory Fred Olen Ray is more to my taste than his ater, campier 
films (Holywood Chainsaw Hookers, for example), but even here 
sco can tell that he's tempted to make a send-up. The script 
employs enough (mostly lume) ironies to tip you off that the 
writers know how sehloeky it all is; although unless such nod- 
and-a-wink witicioms are funny, 1 actually prefer the straight- 
fnoc approach of Don Dohier. Still; The Alien Dead is kind af 
enjoyable in its cheesy hundred-dollar way; some of the zombies 
look prety rood, and once the cheap, unconvincing gore starts to 
flow it doesn't let up. If only the performers hadn't taken it upon 
themselves to mug for the camera so much: one fellow, clearly 
essed with himself for chewing raw liver on camera, indul 
a ‘Look at me! I'm дегизгее!' moment that belongs in the 


‘Blooper reël, not the move, Venerable Fash Gardon star Buster 
Crabbe makes a game attempt to take things seriously, and no one 
makes fun of him, which helps, but no one's going to watch this 
for the acting. The gore scenes have that stagy feeling of everyone 
standing jest in order to conceal wires and tubes: I particularly 
‘enjoyed the seene in which an old lady is stuck through with a 
Pitchfork. a laboriously mounted effects sequence giving us 
Everything hu the actual piercing. If you're а devotee of zombie 
Cinema, you might gain a few crumbs of comfort here, but don't 
bother ying to make sense of the rationale for the zombie 
uprising — something to do with a meteorite killing all the 
alligators, 1 think. Just enjoy discovering this itle known rie of 
the cinema's ultimate rejects as they lurch out of the Florida 
swamps to join their brethren around the word, 


Made in Florida. 


ТИЕ ALIEN FACTOR 
= Don Dohler (1977) 

Made for beer and cigarettes in the backyards of Baltimore: 
The Alien Factor is, if nothing else; a testament to the persistence 
and ingenuity of its director, Don Dohler. As drama i's strictly 
"ls pck-fumishing, but as an effects piece it's surprisingly 
ambitious, with the balls to put Hs monsters up there on the sereen 
in all their wenty-back glory and to hell with suspension of 
disbelief. Dohler, bom in 1946, was а film fanatic whose passion 
Tor horror and sci-fi cinema was nurtured by the pages of Forrest 
Ackerman’s Famous Monsters of Filmland magazine. He practiced 
“special effects make-up and monster designs at home, before 
ning up in 1972 as editor of his own magazine, Cinemagic 
devoted 10 the sort of B-movie classis he loved. He made the leap 
into film production with this debut horor^ci-f caper, followed 
Буз string of similar ls: lend, Nigh Beast, The Galaxy 
Invader, Blood Massacre nd, in 2001, Alien Factor 2. Home. 
vido helped his movies reach а bigger audience, but he was o 
climb maybe two or three rungs up the industry ladder at bes 
always remaining loyal о bis home ton. БоМе movies are 
‘sully enjoyable, even if their only raisom апе is to mimic the 
fite monster flicks the director clearly fell in love with as a boy 
Не operates, albeit shakily, on the level of craft rather than art: the 
fum you can have with his is depends on your willingness to 
enjoy his no-fills direction, whacked-out monsters and some 
unadorned movie clichés 

Filmed beween October 1976 and March 1977. The Allen 
Factor sets the seal on the Dohler style: eamest acting, basie 
plotting and rampaging monsters, all shot in woodland or suburb 
locations Sophisticated it ain't, but if you can accept the 
cheapness of the production ИЗ a blast. Subsequent Dohlerfests 
like МмВеш and Fiend show some minor technical improve- 
ments, but fait say that f you can't get into The Alien 
Factor you're unlikely to make it through the others. It has the 
nsclfconscionanes of the fifties monster movies Doble loved. 
and it’s all the bener for it. The premise is great: a spaceship 
shunting three bizarre alien creatures to an intergalactic zoo 
‘rashes (flscreen naturally) in Maryland. (The crashed spaceship 
itself is really rather special, shown using a clever forced- 
perspective shot that bears comparison with movies ten times the 
budget) The monsters run amok, attacking stray hikers and the 
usual denizens of Lovers" Lane Protecting the town are three 
(eun em) cops, led by Tom Griff as Sheriff Cinder, a 
shocpskin-conted stoje who tums up again in NghiBeast five yes 
later Before long. he police are joined by professional monster 
bunter Ben Zachary (Don Lefer) a mysterious, arrogant figure 
who seems strangely av fal with онов menace. 

For all that be clearly adores his monstrous marauders. 
Dole’ stories are usually built around small but resolute group 
‘of ordinary people straggling to defend their slice of turf. His 
rit are awash with concerned cops, humanitarian doctors 
shopkeepers galvanised into action, and local layabouts tured 
meester hunters, Civie-minded to a fault, he's also at pains to 
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FACTOR 


AGALACTIC 


FRIGHTMARE. 


point out the evils of drink-driving: a traditional scene where a 
monster attacks a young couple necking in a car, for instance. 


follows hot on the heels of said couple seigging from a whiskey 


tone. Soon after, a biker comes to grief; also afer guzzling while 
оп the read Such imesponsibiliy clearly has no place on а reallife 
Dobler shoot: the ensuing motorcycle crash, for instance, is filmed 
with such painstaking sobriety i's a wonder Dobler doesn't throw 
2 few cushions to break the bike's fall. Perhaps he owner was a 
nade Hells Angel: and besides, replacing а dented exhaust 
would doubtless have споре the whole production - when an 
пес creature attacks George Stover in the snowy woods, the 
actor throws a projectile at the ground henucen them, rather than 
rk damag 

There are four ба 


the monster suit 
n monsters in the film and three of them 


ие triumphs of the unlikely, with only the fourth ~ the stop-motion 
Lemoid — а conspicuous dud. The insectokd “nferbyce’ is an 
ped Doctor Who monster on а par with the creature in 
Amando de Озге The Lorelei Grasp, and the long-legged 
Zagat has a special place in my heart, staggering around like a 
jh Bowery's more insane creations, 


mutt giraffe or one of L 


propelled by a very brave stil-walking stumman. A seene 
icy road, and later in а snow-caked front garden, had me far more 
ous for the artiste than the movie characters he was асі 
ye slip and the poor sucker could have bashed his brains out о 
the edge of Dohler's rocker 
Simple and artless as the film may be, there are still moments 
where the rudimentary style and real-life locations Кай convine- 
Outdoor scenes have a muddy, rainy-day verisimil- 


ingly wget 
ite hat makes for a pleasurable contrast with the weird creature 
designs, the photography lending the film a naturalistic sense of 
place, The wintry weather helps, as well. On the acting front, Don 
Leiter as Zachary knows а thing or two about scene-stealing, and 
Kenneth Walker's pulpy music also lifts the spirits, compensating 

т weaker, quieter scene with too much of Dohler's drizzling 
dialogue. The follow-up, VighBeast, ads gore to the equation and 
is better paced — but Г be a fan оп the basis of this fist film 
alone. Every small town shouid have a Don Dohler! 
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Tony Malanowski (see interview) was assistant director on 
The Alien Factor and plays a small part in the cast. Produc 
assistant John Dods went on to design the monster for Dohler's 
NightBeas and the amazing creatures n The Deadly Spawn (see 
interview with Douglas McKeown). Dohler succumbed to cancer 
оп 2 December, 2006, aged 60. 


Made in Maryland. 
sce also: Fiend and Night Beast 


THE ALPHA INCIDENT 
Bill Rebane (1977) 

aka Gif from a Red Planer 

Scientist discover а space viras oa а lump of Martian rock 
and send the samples cross-country by train, in unmarked boxes, 
to be examined hy а specialist. Riding along to protect the 
shipment is Dr. Ted Sorenson (Stafford Morgan) but nosy old 
Hank (George “Buck” Flower), the train-guard, gets suspicious 
when he notices the siran 
asleep. Hank steals a key and examines the cargo, accidentally 
ating himself on a эһайегей glas vial When the tran stops ol 


at an isolated country station, Sorenson makes а call toa secret 
government organisation. They inform bim that Hank will have 
heen infected with the deadly viros and Sorenson mast enforce 
quarantine, but by now Hank has made physical contact with 
three more people: statioa-master Charlie (Ralph Meeker), his 
secretary Jenny (Carol Irene Newell) and local farmer Jack Tiller 
(oti бой). Sorenson informs them that they cannot leave the 
sation. As fenson, resentment and paranoia mount up, Sorenson 
must use his gun to enforce order, But what exactly is the virus. 
and what effects will й have? When an army helicopter airdrops 
amphetamines, along with instructions not to fall asleep, the fear 
and claustrophobia worsen. 


Starring 
RALPH MEEKER, 
STAFFORD MORGAN, JOHN GOFF 
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One of Rebane's most exitentilly arid and theatrical ims, 
The Alpha Incident really challenges your patience. The refusal of 
action and excitement ina story about the spread of an alien super- 
Vini, is so perverse that it would be mistaken for high modemism 
‘on the stage. Not only does Rebane restrict events to a couple of 
‘small rooms їп а rural allway station, he's also extremely parsimo- 
nious with visual shocks; there's just one sudden and graphic 
eruption of horror, and that occus over an hour into the story! The 
tion that ping makes the virus scelerate t anach on the 
human body is a good one, but i's tantamount to irony in a ilm 
that similarly challenges the viewer to stay awake. Rebane allows 
weariness to infect he fm just as surely as the virus infects the 
чм, beginning with the musings of two overworked scientists 
working ate at Ве laboratory and moving on to Sorenson falling 
asleep on the train: Ir really not a good ide to have your сони] 
character dore off around the fiteen minute mark! Ву the time we 
arrive м sleepy Moose Point station, he audience need атра 
mines more un the characters. Even when the drugs arrive 
Rebane is clearly unfamiliar with the side-effects; instead of tuming 
the tacitum quartet into garrulous рев, al that speed seems 
1o dois losen Jenny's sexual inhibitions (a throwback to the days 
When anti-drug films preached that the main effet of illicit 
substances was to scr "he kids into indiscriminate sex). The 
actors don't do so badly with he material, and there i a sort of 
claustrophobic intensity to some scenes, but you have to be at 
бе horror completist o really get a kick out of this one. 

‘Wiliam “Bil! Rebane was bor in Latvia in 1937. and moved 
ко Chicago in 1952. In 1966, after making his first film Terror ar 
Haly зи unfinished mess which, with the addition of new 
scenes shot by Herschell Gordon Lewis, eventually became better 
known as Monster 4 Go-Go (1965) — he wisely skipped town and 
moved to Wisconsin. Rebane learned English by going to the 
movies: he especially loved musicals, westems and comedies. He 

admitted to the website Bijoux (ww bijou com) 

that he never really liked horror moves and became typecast as a 
horror director against his wishes. 


Made in Wisconsin. 
soe also: The Demons of Ludlow, The Giant Spider Invasion and 
Rana: The Creature from Shadow Lake 


ANOTHER SON OF SAM 
Dave A. Adams (1977) 
жа Hostages [original tile] 

A psychopath called Harvey escapes ftom an asylum and goes 
ова killing spree at the loca college campus, Айе holing up in a 
mom with two coeds, he's coaxed ош into the open by his abusive 
mother (Ann Owens), and promptly shot dead by the police. 

They don't come much worse than this: Boring cops Blather 
оло cach other for seventy minutes, while the killer i depicted 
For the entire film with the exact same close-up of his eyes, 
‘regardless of lighting or location. А crudely prowling subjective 
‘camera stands in for the rest of him: seaming victims cower as 
he approaches, but there's no interaction, neither physical nor 
‘verbal. As for violence, farget it: we see Harvey's handiwork in 
brier glimpses, after the killing blow. Only once, afler he's dead, 
do we see his entire body, and since Harvey does not appear on 
the sereen credi, we never even get to find out who played him 
One can only assume that former sunt an tumed producer 
director Dave Adams did all this deliberately, to express his 
contempt foc murdering scumhags (en of hom = Jack the Ripper 
John Wayne Gacy ete. are named in a series of captions at the 
чап of the movie). According o production manager Don Cel, 
the original title, Hostages, was changed by Adams to Another So 
‘of Sam, бо cash in on he case of David Berkowitz, who was in the 
news at the ime: o the director's contempt for serial killers 
obviously didn't stretch so far as declining their help in selling his 
picture. Whats especially obnoxious about the film is that Harvey, 
‘deprived of even a shred of consideration by the filmmaker, is 
"alid int the ine of fire by the mother who sexually abused him 


1 VIDEO 


э a child! Quite арап from the dubious wisdom of bringing her in 
о negotiate with her crazed son when he's locked in a room with 
to teenage girls, there's no recognition of the fact that this 
woman helped create а monster sbe just tums up, does her bi for 
"e police, and thats i. Technically, the whole enterprise is 
primitive in the extreme, t badly made films 1 can handle 
‘belligerent, moralistic ones are another matter. 

“Another Son of Sam was sbot in Charlone and Belmont, North 
Carolina. The cinematographer was Harry Joyner, Ње DP on Pat 
Paterson's The Body Shop. The young cast were auditioned at he 
University of North Carolina, and roles were also given to several 
local TV and radio personalities, including the self-styled “Dean of 
Tampa Bay nightlife; MOR crooner Johnny Charro, who delivers 
ап Engelbert Humperdinekish number. Behind the cameras, Earl 
‘Owensby alum and director of 4 Duy of Judgment, Charles 
Reynolds, worked as a grip and acted in a small role, One of the 
library musie cues, used over and over again throughout the film, 
is a chilling synthesizer motif also used by David Cronenberg for 
his 1976 m, Rabid. 


jade in North Carona. 


ASYLUM OF SATAN 

William Girdler (1971) 
aka The Satan Spectrum 

Beautiful concert pianist Lucina Martin (Carta Borelli) needs а. 

тем, but she gets more than she bargained for when a man posing 
as her father orders ber removal to a private asylum run by the 
sinister Dr Jason Specter (Charles Kissinger). Unable to secure her 
en release, Lucina explores the asylum and sees hooded figures 
converging in the cellar. Her fellow patients are struggling with a 
variety of phobias, and Speeter's methods are crudely confroma 
"nal: spiders, snakes... nothing to expensive. Lucina's boy end 
Chris Duncan (Nick Jolley) is denied entrance o visit; undeterred 
he spends the rest ofthe film trying to save his girl before she can 
ке sacrificed o Satan by Specter's coven. 
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Being incarcerated in a mental hospital and victimised by te 
therapeutic community s one of the horror gene’ favourite rif, 
1's a teat tends o be served foc prey girts though, with is 
хай» flipside, the escaped lunatic, loft mainly for the boys (an 
honourable exception being Mare Lawrence's wonderful Pig) Ir 
штей tha the most acclaimed study of a person being 
victimized in a mental hospital в One Few Over the Cuckoo Next 
with Jack Nicholson's heroie male оо into passivity hy a 
controlling woman: it's a template that was then largely ignored in 
the explontation arena, where the female of the species continued to 
ster the indignities invasions and psycho ира! hore (ss 
Lies, The Fifth Floor: Human Experiment). Giles frayed and 
impoverished debut, which of course pre-dates tbe Forman film, has 
nach o say about the incarceration of the mentally il as 
Оо Мен does about cuckoos, nor does it find much succour in 
‘he атт of Satan. The ile is really the most enjoyable thing about 
И: you're probably beter of fantasising your own version. 
тач see it, look ош foc Charles Kissinger, who plays two parts, as 
‘he wickedly воне Dr Specter and (in drag) his Teutonic head 
тазе Murine. Kissinger was a Kentucky TV horror host, and he's э 
brood here as a Vincent Price impersonator in a Halloween television 
‘commercial. Which would be a ability, except thut А o Satur 
5 о Па, dramatically speaking, that you welcome his overacting 
vith gratitude. Foc the rest, it only remains to comment that this is 
‘he sort of film that encourages reviewers to hang o about the 
fashion violations ofthe east - but what's he point? Today's sports- 
Поиски will ook jut as ridiculous in thirty years time. 

William Girdler, a dedicated purveyor of B-movie trash 
probably: best known for The Manion (1977), was bom 22 October. 
11947. He learned he rudiments of im while in the Air Fore, 
аила on documentaries and educational shorts. Retming lo 
Louisville, Kentucky in 1970, he formed his own production 
company, Studio One, with his brother-in-law J Patrick Kelly II! 
While initially making commercials, Girdler soon gathered a small 
technical crow and set his sights оп а movie-making career. yum 
af Sasan (om а scrip tiled The Satan Spectrum) was the firs of 
bis nine theatrical features. lt was financed through friends, local 
theatre owners. and contacte with various Kentucky entrepreneurs 
Shooting began in the Autumn of 197} with а budget of around 
‘0,000, Girder spied vl lead actress Carla Boreli 
through his ad agency contacts: she went on to appear in the well- 
known US TV soaps, Баул of Our Liver and Fam Crest. The 
sinister Dr, Jason Specter was played by Louisville's TV horror 
host, Charles 'Fearmonger" Kissinger, who would go on to appear 
in nearly all of Girdle’ ims, The asylum of the le was an old 
mansion belonging to an eccentric Louisville heiress. In an 
interview with Girdler's biographer Patricia Breen. grip Don Wrege 
recalled: “[She] allowed ber poodles run of the place. There was 
dog shit in every тоот. She would appear from time to time, 
leaving in the moming with a good-looking guy- but mainly 
wasn't around. The [.. library with a working pipe organ was 
‘covered in dog shit and hadn't been cleaned in what looked like. 
уса. Meanwhile the heiress partied every night” The rest ofthe 
film was shot at Girdler's Studio One warehouse facility 

For the climax, Girdler secured the use of the Devil costume 
ade foe Roman Polanski З Козела Aaby, a coup perhaps 
lessened in impact thanks to his decision to top it ff with а hokey 
dıme-store mask allegedly custom-made for the production but 
more likely won at a carnival. Hearing rumours that Church of 
Satan leader Anton LaVey had played Polanski's ОМ Nick, Girdler 

stai the California-based Satanist to invite his participation. 
LaVey was indisposed — virgins to slaughter babies to roast, к. 
tut he despatched one of his demons, who flew out to Kentucky 
and supervised the final scenes, rewrote some of the dialogue and 
iter the background wth props from Lacy s collection. What 
‘he Horned One thought of the finished produc is not on recond. 
‘Girdler died in a helicopter crash while scouting locations in the 
Philippines, 21 January, 1978: He was just 30 years old. 
Made in Kentucky. 
see alto: Three on a Meathook 


Reviews 


ATTACK OF THE BEAST CREATURES 
= Michael Stanley (1983) 
aka Hell land. 

The 1030s A ship goes down in the mid-Atlantic, А handful 
of Gatsbyesque survivors are washed up on а leafy but apparently 
deserted island, along with a few ofthe ship's crew, Tensions flare 
between the sailors and a well passenger called Morgan (John 
ichiola) but elass friction is the least of their worries. The water 
on the island is э acidi t dissolves humum flesh, and 


the woods 
ae coming with lle red manikin ereatures, with razor teh and 
lowing eyes 

It you weren't afraid of lawsuits you could bung this out on 
DVD as The Muppet Island Massacre. Using puppetry techniques 
that make Hasil Brush look like the last word in animatronic, 
Michael Stanley's ulia-cheap monster movie may lack plaxiblity 
hul at east it gives tedious, glossy efforts like Ghoulies and Tra a 
ти for their money, A major point of reference s Dan Curtiss 
‘wonder TV movie Tog of Termar (1975), i which Karen Black 
fights to the death with demon doll that could have been the parent 
ofthese riers. But Trilogy of Terror was professionally directed 
and tightly edited: Atack ofthe Beast Creatures, sad to say, has no 
real sense of pacing or dramatic structure. The wacko appeal wears 
Off ather a while, due to the statie nature of the puppet which, when 
running’ ane simply being jiggled along from beneath the sereen 
When fist they appear, the red-faced creatures with lng black hair 


IT'S A FIGHT FOR SURVIVAL, A 

RUNNING BATTLE TO ESCAPE THE 

ISLAND AND THE ATTACK OF THE 
BEAST CREATURES. 


emm mE 
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and tiny white teeth are funny and even alarming, but I'm afi the 
invisible rings suspending my disbelief snapped about halfway 
through the movie, Essentially, once we've seen the little varmmints 
the m has nothing more to оа е camera merely following he 
‘cast laboriously back to he shore as the monsters pounce and nibble- 
‘r reminded me of lain pore marathons ike Eaten Alive! and 
Emanuelle nd the Last Conmibals: s that force you to pay for 
your bloodlust by watching actors wandering through endless 
foliage. There's no explanation of wha these creatures are, indeed no 
‘one even discusses it The whole venture would have ben vastly 
improved if we'd leamed that the homicidal gonks really are 
Puppets; the result would be a sar of alfresco Puppetmaster: Instead, 
nt oul! have been cheerfully bizarre becomes silly and repeti- 
tious. Even the last line of the movie is a dud: “Whar wene those 
things?” ought surely to have been, “What were thase things” 
Michael Stanley filmed thìs in Fairfield Connecticut, in 1983. I 
appears to have been his only contribution to the movie industry 
Made in Connecticut. 


Axe 
Frederick Friedel (1974) 
Sov interview with Frederick Friedel 
Made in North Carolina. 


THE BARN OF THE NAKED DEAD 

Alan Rudolph (1973) 
ska Nightmare Crews 
aka Teor Circus 
aka Caged Women 

Three young dancers ов their жау to Las Vegas = Simone 

(Manuell Thes, Sheri (Sherry Alberi) and Corrine (Gyt 
Roland) spend the night in their car when it breaks down in the 
Novada desert, Next morning they are awakened by André (Andrew 
Prine). a young man who offers to drive them to a telephone. 
Arriving at his ramshackle farm, the girls explore the outbuildings 


ond discover a aged cougar and а bam where nearly a dozen 
omen are shackled to posts driven іно the ground. André adds the 
Mese new arrivals o his collection, but becomes convinced dut 
Simone Ве reincarnation of his dead mother. 

Shot in the Nevada desert by Alan Rudolph his is a sleazy 
“skeleton in the closet” for the director of Choose Me and Trouble 
үп Mind W5 also а preat vehicle for the wooderful Andrew Prine, 
sat of The Centerfold Girls and Simon, King f he ches 


There's not much of a story: things grind to a al about alan. 
hour in, along with the (мез of the female cast, who are shackled 
in the tilar ham by Prine’ psychopath, and occasionally forced 
to perform рине mock circus acts spurred at the end of his 
whip, The circus motif, however, feels barely developed, as ifthe 
Slory has been hurriedly convened around а collection of ters 
cages unexpectedly discovered at the locaton. (The livestock 
amounts to the cougar, a snake. two skinny donkeys, and a couple 
Of ducks) A single dialogue exchange early on, between а 
theatrical agent and his secretary, refers to the famed Las Vegas 
venue, Circus Circus (a hotel resort and casino with pleri 
turdinus live entertainment). Perhaps i's an attempt to link the 
ошту gongs on м And farm to a broader sense of female 
exploitation. but Rudolph is really pushing his lock: his is 
‘finitely not the place to pontiete оп such matters! 

The Вот of the Naked Dead (oe Terror Circus a маз 
originally called doc have some merit as а downbeat exercise 
mood. The washed-out earth colours of the desert, the ее glar 
‘ofthe sky, the forlorn disarray of the old frm buildings and the 
Scurvy collection of animals exude а hopeless, depressive fee, 
"which perhaps accounts for the captives” lack of effort to escape 
Certainly. the minimal ‘brutality’ we observe doesn't really explain 
элу the spirit ofthese women has been so totally broken. We 
never even see André with a gun, the suggestion being that he а 

empowered his captives у force of personality alone. Female 
iewers in particular will regard the scene where three new girls 
are captured, apparently without fighting hack, unbelievable to 
point of offensiveness (For an interesting contrast, see Don 
Jones's Abducted, here the victims show a great deal more 
initiative and courage.) Rudolph himself seems embarassed by t 
far-fetched scenario, cutting away so as to avoid explaining how 
hree fit young women are shackled by one unarmed man- 


Depicting women as physically weak is one thing: to show 
"er as slow-wîted is quite another: André unshackles Simone 
because he thinks she's his dead mother returned 1o life — bat w 
she's untied she then watches, without a word, as he blips 
fend, when i would surely have occurred to her to use her 
newfound “maternal authority” to мор him. André drags one 
‘ut to the cougar cage, and as the erature snarls, he daubs the 
gis dress with cow's blood ~ while telling her she can go. That 
the victim naively imagines she's being freed, when it's blinding) 
obvious she's about to be hunted down by the hungry carnivore. 
dicte the seripreriter not the character. 

Frank, much of this would be quite annoying ГИ wasn fer 
Prine, who is by far the most interesting circus act in town. He 
chews the scenery for sure, but he can swivel on a dime and be 
genuinely unscling. Whether he's menacing a bound victim wid 
a python ("Fow те going to learn his ways: His movements Xiu 
going to get inside of him, And he going to get inside 
or explaining to Simone why the victims are never mised (^N. 
ne misses shese Ше animals out in the Jungle: The jungle hes а 
Very short memory..." he plays the part with the gusto it needs 
rescuing the film from the doldrums: 


Nightmare USA 


The female exploitation theme barely registers, but a recurrent 
be about the Army's use of the Nevada desert for nuclear testing 
was obviously intended to be noticed. However, for a director 
hose firs film, Premonition (1970), took the hippy culture to 
his lame excursion ito fies atorm-bomb paranoia smacks 
desperation: if you're going to bash the Establishment in order 
acf up your sleazier fantasies, fine, but take a cudgel not а 
pesshooter, Prine's father, deformed and mutated by atomie 
ation stalks the farmstead and occasionally picks off a fleeing 


ил, although why he аас» his son later on remains a mystery. 


s this otherwise arbitrary plot device - sorry, character 
‘ensures that all does not end well for the shed full of victims, 
ing the viewer with a fantastically cold, empty sensation, 


udolph is respected as a lefl-of-cenine explorer o 
sencan psyche, the sort of figure who might one dy direct 


ing educated people could agree was the cinematic 
‘valent of The Great American Novel. How surprising then t 
wer, lurking at the quieter end of his CV, this considera 
5s salutary tile. Rudolph never talks about The Barn of he 
1 Deo 
studies of his career Of coun, they were both made when 


or Premonition, and they are rarely listed in books or 


was still quite young, but ince they're out there оп videotape 
is name on them, I'm surprised he's unwilling to at least put 
єт into context There's certainly an interesting tale to be tod. 
mut the gulf tween this movie (shot in January 1973) and his 
garded drama Welcome to L-A., made just three years later 
Rudolph 
ck up à close working relationship with Robert Aman, who 


4 generally treated as his irt film. During this tim 
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uve hin the second assistant director's role on The Long б 
(1973) and California Split (1974). and the assistant director's job 
‘on Nadhille(1915y: perhaps it was Altman who 


suppress his "juvenil and start over? 


Technical work on the movie is ай fairly competent, and from 
the frequen tacking shots and confident handling of the actors 
sou can tell that Rudolph has talent, А of the film's real aws are 
itibutahe to the script by "Gerald С 

Roman Valenti". The print under review is the Australian video 


withthe sereen title The Ват of he Naked Dead, and Rudolph 
receives clear directorial credit under his own name. Other 


have reported the film as directed by Gerald Cormier, leading 1o 
the likely supposition that this is in facta Rudolph pseudonym; in 
which case he wrote and produced as well as directed the film (it 
wouldn't be the first time: Rudolph is credited with all three roles 
on Premonition). The original version, Terror Circus, or a 
subsequent retiting 


he movie as Nightmare Circus, may have 
sed the Cormier name as director, but I've been unable o cheek 
these prints 

Alan Rudolph was born 18 December, 1943. His father, Oscar 
Rudolph, worked on many classic sixties TV shows ike The Brady 
Bunch, Dream of Jeannie and Batman. Fans of the animated 
series Joey andthe Pussycat may be interested to know that 


Pussycat voice-anist Sherry Alberoni plays one of the new girls in 
Barn. The plot bears similarities to the later case of 


ben 
Hansen, of Anchorage, Alaska, who between 1977-1981 


and sexually abused seventeen women: he then tured the naked 
Victims loose in the country, gave them a ead start, and tracked 
them down with a high-powered hunting rifle, The victims 
included prostitutes, topless dances, and barmaids, He was 
eventually caught thanks to one escapees testimony: ballistics 


evidence ensured he received life imprisonment 


Made in Nevada ава California. 
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BASKET CASE 
Frank Healonee (1981) 

Does this evergreen splatter favourite really need а synopsis? 
Young Duane Bradley (Kevin Van Henlentyek) moves йо a 
terminally scuzzy New York hotel, with only а mysterious wicker 
basket for company. A succession of people enquiring “What in 
the harker?” soon tei 
horribly deformed Siamese win brother, Belial 
distended bollock of flesh, with sharp teeth, powerful claws, and 
‘ve hell ofa temper. Duane and Belial were separated, against 
heir will, by a tio of quack doctors (Diana Browne, Lloyd Pace; 
and Bill Freeman), who added insult o injury by leaving Belial 
to dic in the trash. Now the brothers are reunited. scouring the 
Big Apple for the surgeons responsible, so that Bell can reach 
sour by slashing hem all to ribbons 

‘Shot cheaply on weekends during 1980, this story oF "a 
malignant jack-in-the-box", о quote director Frank Henenlotter, 
is that rare thing: an exploitation fi made by а diehard fan 
thick holds ts own alongside the movies that inspired it N's a 


el heir curiosity, for inside is Duane 


‘pater comedy that nevertheless play the genre game tothe 
hil, Henenlotr has his cake, ets it, and hurls jt at the viewer at 
the same time, with a fim tha is simultane 
тепе Big Apple scuzz, a parody of the same, and a her's 
mabin-youreye stack on the expectations of cult fim viewers 
Who thought they'd seen ial W's also a gentle piece of 
character comedy. and inrigulngly shows the beginnings of a 
homocroticism thst would Nourish in Brain Damage (whose 
young male lend provided some topless beefeake in a penre 
Where visual "gay interest” is fleeting to say the least). 
"aset Cave is touching without being cloying (Which 
is where the sequels went wrong). W's sweet and sour, mean and 


vy a slice of 


moving, гону and generous, hovering between extremes in a far 
more dexterous, playful way than most of ihe 42nd Street sleaze 
from which Henenlotter drew his inspiration. The gore is OTT te 
the point of ridicule, and we know we're being encouraged in our 
laughter by the filmmaker, who sets up his bloodspewing 
sequences with the loving eye ofa true H.G. Lewis fan, When a 


particularly deserving victim receives a face quilled wi 
Scalpel we re seeing the true progeny of Lewis's Gore Gone 
Girl joyously delivered for the 1980s. Henenlotr was a first 
generation gorchound а fan of Zhu and Olga before there really 
wor a trad movie elt scene to spe 
reae enough to add his own brand of manic humour to 
excesses borne of Lewis's Blood Feast and Andy Milliga' The 
йону Ones. A true midnight movie mutant, Basket Case plays 
like a hybrid of Lewis's jocular sadism and John Waterss 
affectionate sickness 

And, not unlike the Water is, Barker Case закар 
deceive. Despite the gore, there heat of the film is fraternal 
love and the sanctity of le There's a terrific, touching scene 
where the young Duane (Sean McCabe), having undergone 
Surgical separation frons his conjoined twin, sneaks out of the 
house and finde his twisted itle brother in a black refuse sack 
ext to the rubbish bins, abandoned but still alive. Duane 
ovingly rescues tiny Belial, and irs this almost Dickensian 
moment that provides the cynical comedy and blood renzy of 


‘of Crucially. he was also 


the film with its emotional counter-balance. Echoes of Tod 
Browning's Freaky эге perhaps only really explored in the 
sequels, but the implication is that Nife — at least post-natal Ме — 
ie sacred: not exactly a common theme in 420d Street theatres of 
the timet 

Notat the film i some eamest moral tact. There's intelli- 
gence alright, but irs twinned with a grimy quality that unites 
perfectly with the mangier celluloid denizens of The Deuce. 
Basket Case would happily sit on а double ЫЙ with The 
Headless Eves, and my recommendations don't come much 
higher than that! Punting a sleazy sexual spin on an old horror 
movie cliché, Baster Case includes a scene where the monster 
авои the girl (a sick joke that finds its echo in the blowjob 
Scene of Brain Damage). Some reviewers claim that Belials 


rape murder and necropiliae molestation of the heroine add a 
Sour шие to an otherwise effective black comedy, and it's tue 
thatthe film lurches int а place ess warmly amusing at this 
point. By opting for such a gloomy climax, though, Henenlotier 
ix simply following the current of the times, before unhappy 
endings were ushered out of the genre in favour of survivalist 
heroes or irite “ovil-lives-on" codas: 

Judging by Henenltter s interviews, and his brisk, friendy 
commentary tracks, deeper discussion of his movies themes is а 
non-starter. Не embodies passionately self-effacing. practical 
doven-o-eart tendency in American filmmaking. where the 


greatest sin is reemion. He's 
most energetic commentary on the "Something Weird” DVD. 
release of Basket Care, which I recommend you hear. He's aso 
пу generous to the cant: "Ds the people in front of the 
Camera who made this work, because there was nobody behind 
the camera!” You can tell he's а proud parent though, by the wa 
he assets “Fifty years from now this is aril! going o be ugly н 


offensive 
"Bu for all his bu hearty demeanour, Henenloter is a 

песне guy whose intelligence cannot help but give ise away 

Perhaps the most telling example i the way that ВейаГ rape of 

Sharon (Teri Susan Smith) ties in with an earlier scene in which 

an aun (Ruth Neuman) reads to Duane and Belial fom 

Shakespeare's The Tempest. The lines ме Caliban 's, beginning: 

"Be not afraid: the sei full af noises. sounds amd s 

hat give delight, and hurt mo. 

gratuitous: in The Tempest, Caliban is referred to аз а beast or 

foster by Prospero, He rapes Miranda, Prospero’ daughter 

and yet Shakespeare gives him a poeti sensitivity 

depicted with sympathy, not disgust: an outsider who, un- 

nurtured by society. could hardly be expected to know any be 

4 desit a born devil, on whose natun 

Iv is assessment that 

is extending to his monster’, Seen in this light, the rape mar 

isan inevitable reflection of elis savage instincts, and 


The reference is far from 


Prospero calls him, 
тиште can never stick 


having already enjoyed his vengeance, we cannot so easily 
withdraw our sympathy 


HOME VIDEO 


a tefie raconteur and provides а. 


Henenloner's retirement from directing to shepherd other 
people's sleazy movies onto the shelves (via his work for 
Something Weird) may have been а boon to the collector, but it's 
з loss to the horror genre Hopefully, by the time you read this, 
Henenlotter's ‘comeback’ im, Sick i the Head, will have joined 


ıe Бен work and revived interest in a roe genre talent 
Made In New York Cit 


THE BEAUTIES AND THE BEAST 
Ray Nanena [Nadeau] (1973) 

aka The Beast und the Vitens 

The Beauties andthe Beast is barely an Kour lng but 
tedious direction and the generally wretched tech credits sink this 
korny Bigfoot tale down to the botom of the creek in half that 
ime. Burdening the film with stock musie of the Lassie Come 
Home variety, and a time-wasting straight-to-camera intro about 

‘Bigfoot legend, Nanea plays it for imp comedy and limper 

ses, with soflcore regular Uschi Digard and fiends lounging 
around nude before engaging in tiresome fake humping. As for 
horror, forget about it = there's not a single scare or frisson to be 
4. This sort of TA monster combo might have tickled ‘em in 
(he 1950s (see Monsters Crash the Pyjama Party) but by the 
it took more than the addition of a few shaky beaver shots 


o make it work 
The film bears copyright date of 1973, bat the softcore 
ics fel more suited о the lale sixties, Some sources credit the 


ors summe as Nadeau, The print of The Beauties and the 
ass however, reads Naneau. To add to the confusion, th redits 
with the phrase "RAYNAD PRODUCTIONS presents” 
Some sources list actor Marius Mazmanian as co-director, 
stbough he's not credited as such on the print I've seen, At least 
someone connected with this movie had а sense of humour ~ the 


production company is Sophisticated Films 
There is apparently another film with the same tile, directed 
(be same year by pom maestro Ron Jeremy. Nancau бен was 
the producer of The Midnight Grade (1970) and associate 
producer of Snakes (1974) The Beales and the Beas is his only 
д as directo, Ithe Internet Movie Database is correct, he. 
«d as editor (4 Sweet Sickness in 1968, The Love Garden in 
772) and cinematographer (The Sarin Mushroom in 1969) and 
acted few tiny roles in a smattering of studio fi 


BLACK DEVIL DOLL FROM HELL 
Chester N. Tumer (1988) 
aka The Puppet (original tle) 

Unbelievable. Probably unwatchable, but certaialy one of a 
kind. This shot-on-video story of a possessed, dreadlocked 
ventriloquist's doll tuming a devout chureh-going black woman 
{Shirley L. Jones) onto the joys of glove-quppet sex is 
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DESPERATELY SEEKING YETTI  aProoz | 


THE 


SEAUTIES 
АУТ 


thing о behold, providing you keep your finger no more 
fast-forward button at all times- 


than an inch away fom à 
Technically this is as rough and ready as й gets: the dialogue. 
sounds like arguments coming through the wall from the 


apariment next door, the `ро-тойов animation is primitive in 
the extreme, and the ugly videotape ok à made even more 
unbearable by the almost otl absence of eding. which leaves 
uneventful scenes о play in real time. The sexual fisson gine YE 
depends on the glove puer brash machismo turning 3 ree ere 
Christian woman on to тарса, which barely registers as 
tasteless given how loan everything takes. IF that wasn't 
enough, йс sevre i basicaly one nif played on home onam 

and drum machine, chugging psychotieally avay over just about 
very scene The stubborness of this alone is enough to make 
Your mind collapse = 1 mean, how hand could it have heen to 


a second pi 


‘Bac Devt Dol trom a 


IGS sts cone r Cntr Tiers 
оет эгет тту mth possessed dol 
эшет 


= US poste or Bloodrage shows a ier 
——— women han бе 
asy oh го actly хал n he fim. 


e 
oa, micas marvelous Blood made ts 
sey ковать on videoin he early 
980 өз he UKs her Fin Services. 


I've goto be careful mot to overs thls: really is the pits oF 
Put = awesomely afl At best, Black Devil Doll from Ней 
stmpedes to a distant secondi the queue (behind the psychedelic 
brainstorm that is Boarding Ноне) whenever shot-on-video horror 
madness is uppermost in your mind. How's that for qualified praise? 
The same director esayed а second sho-on-video horror called 
Tales from the Quadead Zone in 1987: ll uide the scope of 
this book by a year or two, but if anything could tempt me to write 
а follow-up covering the years 1986 1o the present day й would be a. 
onverstion with а bona-fide eecentric like Chester Tumer. If 
ding else we might find out what on Earth "Quadead means. 

Turner remains an elusive figure, and the film gives no clues 
as to his location, The Rev. Obie Dunson, who appears as himself 
in he film delivering a sermon in Church, is curently pastor at the 
New Pasadena Baptist Church in Chicago, which suggests thar 
Black Devil Doli from Ней could well have been made in Nimois, 
Therefore we сап thankfully assume that our man is not the same 
Chester Turer who raped and murdered nine women in the Los 
Angeles area between 1987 and 199% 

Made in: unknown (Minois?) 


THE BLACK ROOM 
— Norman Thaddeus Vane and Elly Kenner (1981) 
ее tmerview with Norman Thaddeus Vane 

Mode in California, 


Loon. 
Andy Milligan (1972) 

I've been fascinated by Andy Milligan ever since reading a 
feature about him in Fungoría hack in the early 1980. На films 
sounded rial and bizare, and the titles - The Ghastly Ones, The 
Bioodibrsty Butchers, Torture Dungeon = promised all manner of 
depravity, 1 was also sigue to fam that many horror aficionados 
held his work in contempt, deploring it as unbearably cheap and 
sloppy. Here, it seemed, was а director even HG. Lewis fans 


ould look down on. loo was the first Milligan movie saw. 
and | began by feeling the usual “bad il vibe of detached 
amusement Twenty minutes in, though, | was totally engaged. 1 
‘owed hen and there that 1 would watch as much Milligan as 
шту possible, 

Nell te “humanly possible" clause tumed out to be а useful 
cavet, excusing me from Miliga’s work beyond 1980, but I'r 
Эй very much a fan. Milligan, who died on 3 June, 1991, operated 
ов a different plane to the rest of horror cinema, but to me be 
fulfilled one of the major aesthetic criteria: the world be created is 
consistent, and distinct ftom any ather: Who cares i that world is 
to put it mildly - э place not everyone wans to visit? Andy 
Milligan made movies that deserve to be considered as ап. Every 
rape shot and очааш line of dialogue communicates an 
‘thos and a vision of the world: You simply don't mate films like 
this f you're in it for the money, or the prestige of being а director, 
or because your investors agreed И was a sound business move 
Andy Milligan, bless his wicked soul, was an artist 

And yet. even some who can appreciate the man's work tun 
up their noses at Blood, claiming that t comparatively grime 
Эзип photography lessens the Milligan magie. Talk about 
specialisation! For you, dear reader, it's probably like insisting 
that a broken leg is preferable to a fractured skull, But don't think 
you can slither away ta ARE yet. In Milligan "s universe everyone 
A smashed, broken or damaged in some way, or if not then sooo 
то be, Besides, there's an uncommon lightness in the air this t 
Hang around and sk yourself if this is perhaps Miligan' version: 
of The Addams Family! Blo is a Monster Mee that fumis 
all the classic Milligan hallmarks, but in a way that feels 
curiously ironie. Yes, 1 know; given the dizzying lack of realism 
їп Milligan’ ims, it might seem a quixotic ай to establish sel 
parody, And yet Blood, for me, is a horror-comedy; arch and 
deliberately absurd. T say i's the most sheriy enjoyable 
Milligan fiim, 

We open with an image of roves blooming in a well edes 
front garden. All seems well with the world: a benign impression 
than is allowed to accumulate for just a few precious seconds 
before Miligan’s unique delirium sweeps t way, al 
thoughts of "normal cinematic values. We are dealing here. 1 
case you want to know, with a scenario that demands he sou of 
‘The Wolfman, De Orlofski (Allan Berend), should unwittingly 
have married Regina, Count Dracula's daughter (Hope 
Stansbury, We have to trust that Orlofski believes his wife restis 
is Dracula’s daughter, despite him seeing her plastic fangs fl 
out Ви these are mere details. Why, downstairs, Carrie the mat 
(Pati Gaul) в going about her chores, tending to Oriol 
есі of camiverous planis, with а boil on her leg the size së 
a watermelon, As the camera struggles, with her, to negotiate 
ramped interior of what was then Millan's own home we 
‘made poignantly aware of the sheer awkwardness of running S 
household. Carrie is a devout Catholic, something of a probis 
when the lady of the house is, shall we say, indisposed to The 
Cross, Walking in on the maid blessing a pot roast, a furious 
Regina shrieks thatthe offending symbol be hidden away. 7 ae 
ıa right to ту own beliefs!” saps Carrie. Imagine — а Christian 
and a vampire forced to live in the same house: i's like a mess 
spirited reality TV show, with participants chosen for axis 
friction. Orlando (Michael Fischetti), a legless manservant cm = 
wheeled trolley, and а senile, slavering woman called Carlotta 
(Piehulina Hampi) make up the household, I only there w 
to tell heir stories 

‘Milligan’ primary trademark is talk: lots of it. Сс 
at best tertiary importance - like Prudence Towers (Pamela 
Adams), Mr. Root’ secretary = сап suddenly erupt with 
passionate intensity (71 never realised wnt! now hw то 
‘rll loathe you”), often holding forth oa their own tue 
distending the subjective time frame of the movie, Thee eges 
‘continue until he clamour of minor characters has obscured de. 
basie storyline. don't think it's entirely pretentious to sagst 
that here's significance in Millgan's profligate, verbose sce 


— 
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ıs habit of giving even the lo 


nd personal to say. I'm not calling him a Communist, an 
a Godard-in-the-rough: but Milign generosity with 
око draws no distinction between the lead actors and the 


rd help", a quality that inks him to such alemative universe 
starsat John Walers and Paul Morrissey. Perhaps it's part of 


y directors can have to the marginalised and 


М Genel's The Maid at The Cino theatre 
New York in 1961). Whatever the reason, he hierarchies of 


incidental characters usurp 
main cast, scenes of doubtful significance swarm the viewer's 
jon, есй asides assume the 


its of the most favoured 


m. It's this melange of the loaded und the casual that gives 
Milligan’ dialogue its deranged excess It ean be over-ripe and 
rical ("Go o hell"... "e те there alread") or comically 


betwen registers (the primly delivered rotetaton, "Me 


are оп extremely rude and stingy тап. 7). The incessant 
ster of Orlofeki, Regina, Orlando, and Petra (Eve Crosby, as an 
iy crone-cum-blackmailer). inspires an auditory dizziness 
matched by the vertigo 
nost hands-on of directors (Milligan wrote, shot, directed, 


ıs camera technique favoured by 


«d edited his films, as well as designing the costumes), 
Theatre is of prime importance to Milligan: the films are 
cinematic. This is a man who devoted a vast amount of his 
> greasepaint and boards; who, when he received the 
sonal pitance to make а movie, drew on theatrical, not 
Cinematic inspiration, As Jimmy MeDonough revealed ia his 
arvcllous book on Millia, The Ghaly One, Andy's prime 


Contribution to the technical language of cinema is the instruction 
veil camera — а phrase writen on his script to denote a scene 
мш intensity. Time and again, climactic sequences in 
a's work end with the camera shuddering away from 
jy glimpsed gore effect to wildly scan the sky, the По 
Iss if Milligan, who always operated his camera, had 
d a fi. Bad camerawork? 1 don’t think so. Milligan seems 


о for this device when he wants to penetrate the essential 
ment of the form. In theatre you 


e adresse directly 
Мала, ‘swirl camera” instruction is bome of sheer frustration, 
act of someone who prefers direct communication, When he 


thing the audience are there 


gan is езу to mock and dismiss, as has boen proved by 


any over the years. He's also very dificult o write about 


ally И you want to sdd him to tome рано or other, His 


imes эге so florid you feel like a collaborator with Оо е 


you offer so much as simple précis, Frankly, 1 could write 
another five thousand wonds about this film alone (so be grateful 
sot in a selfish mood) But une you to see Blood = i's a 


t Movie waiting to happen, and in some mad parallel 


эу playing to packed houses; the audience are 
dressed as their favourite characters, stars of stage and screen are 
appear in the Broadway musical version, and Milligan 

Talk of the Town. God, 1 wish I lived there. 
Made in New York City 


BLOODRAGE 
eph Bigwood [Joseph Zito] (1979) 
a Never Pick Up a Stranger 
Richie (lan Scot) withdrawn young man with an 
mpincable hatred of women, kills Beverly Judith- Marie Berga), 
small-town hooker, during 
rocealing his rime, he goes on the run to New York, trailed by 
Ryan (ames Johnston). a cop who's holding a torch far the 
ictim. Living in a seedy apartment block, Richie works his way 
rough several me female victims, before Ryan learns of his 
A depressing serial Killer story with a cop-vengeance chaser, 


ın alteration about money. Carefully 


Вике does penance for its many laws with an effectively 


my mood. playing scene alter scene in poeling-wallpaper 


Reviews 


imeriars and piss-soaked New York alleys: lan Scot, whose hair 
looks like it dropped 

srecpy-looking (kind of like Christopher Walken's plain Kid 
brother), but he lacks genuine screen presence and often fails lo 
make the grade dramatically. А scene involving а victim he meets 
in a bar, Lucy (Blair Trigg), is hampered by the implausibility of 
this skinny teenager overpowering a healthy older woman. Scot 
doesn't sell he character, and we can't help but feel that the only 


reason he succeeds in throttling her is because the director cuts to 
the апас already in progress and has probably instructed the 


Joseph Bigwood - actually a pseudonym for the soon-to-be 
Joseph Zito — amuses himself by using 
а washing line of influences, perhaps hoping 
atch the eye of the suos (He succeeded, but not with this 
picture: his efficient 1981 slasher tale The Prowler gor him a gig 
directing Friday the 13th: The Final Chapter -the fourth en in 


successful slasher direc 


the story to hang 


the series — for Paramount) Judging by Bloadrage, Zito was а big 


fan of Scorsese and Hitchcock: the urban street squalor and 
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killers обедна mime Taxi Driver: the prologue'spostmurder 
clean-up scene ts a direct lit from cho and Richie's spying on 
the occupants of an apartment block fromm his window explicitly 
quotes Rear Window. Meanwhile, he score by Michael Karp is 
Hermannesque o фе point of plagiarism. Where the im falls 
doni ia it failure 0 connect these references ito an overall 
Style, not Jeast caus it seems to have been edited together from 
‘septate shoots (Scots hair changes noticeably between the 
‘opening scenes and the rest) The laughably arbitrary resolution 
(in which Ryan racks Richie down ater seeing him by chance 
э botdog sand, an encounter we hear about but never see) may 
actually have Been forced on the production by lack of money 
The running time is a brusque 69 minutes; о eter the film had 
o be finished minus a few days shooting, or some of the material 
vas so weak it had to be excised Perhaps the biggest problem 
with Blood, though, is that even at such a short length it 
uisays йз welcome, thanks tà some repetitious ‘peeping tom 
Scenes that drag on unnecessarily. Rita Ebenhart as Candice, 
Richie's foulmouthed Jewish neighbour, gives the film a uch- 
needed shot in te arm, and СЫНЫ tough-guy Lawrence Tierney 
tums up to sympathise with Ryan and mutter в few curses about 
how hand itis being a cop when criminals have rights, The overall 
tone is not dissimilar to Robert Hammer's Don? Answer The 
Phone! another NYC serial-killer saga wih a right-wing animale 
to lw enforcement. Dont Amver he Phone”, hough, is a 
skilfully obnoxious film hat fucks with your head, and i features 
ıa blistering lead performance: the bad attitude in Joodage is not 
so well decorate 
Zito first lm was Abduction (1975) а tabloid headline 
exploiter which at it glance appear to be about the Paty 
Hearst case, except that t's based on a novel called Black 
Abductor Бу Harrison James, which actually preceded Hearst's 
duction. By ордон the James movel, Zito was able to make a 
film seemingly about he Рау Hearst case (the lead character is 
‘ven called Patricia!) without the threat of a libel action. Patrici 
was played by Judith-Marie Bergan, ie. Beverly in Bloadvage 
Made in New York City. 


NEVER 
PICK-UP A 
STRANGER 


| 


BLOODY BIRTHDAY 
d Hunt (1980) 

жа Creeps 

aka Hide ond Go КИ 

Тиге babies om during а solar eclipse develop into pint 
sized psychopaths, who celebrate their tenth birthday by going on 
û murder spree and killing anyone who pets on their nerves: 
father, sisters, best friends and - probably - people who use the 
term ‘pint-sized 

The logic behind ай this is, to say the least, rather shaky: 
withthe astrological ‘explanation’ (something о do with Saturn 
the plant of emotion, being blocked by the sum and moon) 
failing to clarify why it takes ten years for the kids o start 
Killing. (A brief Google search indicates that various astrologers 
consider the “planet of emotion’ to be either Mars, Venus, or that 
‘other well-known planet (sieh, The Moon. Whatever... 
Nevertheless, I found this a surprisingly taut and enjoyable 
horror thriller. Basically, t's a slasher movie trifle with a соор 
of The Bad Scd and some delicious Children of the Damned 
topping. making it another ideal choice for a kilier-kid all- 
парике along wih Sean MacGregor's Dewil Times Five, Мах 
Kalmanowicz’s The Children, John Balls The Orphan and 
Robert oskanian’s The CH (with maybe Alfred Sole's 
Communion for variation). 

used to see this movie around on video all the time in the 
early 1980s, but for some reason 1 never rented it (a mild review 
from Alan Jones in Starburst perhaps stayed my band) 1а а way 
Tm glad efr itso long. as it offered me а time capsule of 
vintage pleasure rom a period {thought I'd more or less 
‘exhausted. The вы bruised apple at the bottom of the ore 
No, there are some genuinely well-crafted suspense scene here 
along with decent acting and even а slight emotional kick, аз the 
film concentrates not only on the killings, but also on the rief 

jose ike Melinda Cordell's Mrs: Brody or Lori Lethin's 
Joyce, who've lost relatives or friends to the mystery killers. t 
doesn't hurt, either, that the suburban tree-lined locations are 0 
similar to those in John Carpenter's Halloween: you keep 
‘expecting the kids to bump into Laurie Strode of crazy Do 
Loomis. (Halloween is sure to have played a big part in the 
inception of this story.) 

‘Of the throe young stars, two are oustanding: Elizabeth Hoy 
1s cunning. manipulative апре бк Debbie, and Billy Jacoby 
(later known as Billy Jayne) as the nerdy but threatening Curiis 
make even the silliest scenes work, Andy Freeman as Steven i 
given less to do and consequently Joses out, fading ino the 
ockgrond somewhat although he did appear more frequently os 
the promotional stilis: Even the "good" kid. Timmy iK. C. Мале 
makes а go of it, being likeable enough to occasionally deflect oe 
lack heard insidious identification with the bad seeds 

‘Some viewers may find the film tasteless and offensive for 
casting children as killers, but the kide themselves quite clearly 
тайым their roles. Each of the three were either Fresh fr 
another horror project or destined to act in more of the same 
Hoy turned up in Hospital Massacre three years ate, as did 
Jacoby, funnily enough — he also took roles in Superstiion 
1982), Со (1983), Nighmares (1983), Demonvorp (19881, d. 
Dr: Alien (1988). Freeman has had the leaner time oft since 
appearing in The Corpre Grinders 2 (2000), poor devil. Marte 
wax already ал old hand st the horror game, having played the 
Lutz family's Kid ia mainstream smash The Amityville Horror е 
year before. Anyway, given the macabre imagination children 
Fring to their own games, I'd say that adult misgivings are the 
result of forgetting what it's like to be а child. Ask a group of 
ten-year-okds which they'd most ike to act in, a horror film or э 
recreation of the Nativity, and 1 warrant you'll get an answer th 
would make Jesus himself despair. 

The movie has weuknesses though, it has ta be said: For 
instance, why do Corts and Steven not atack their families, 
when Debbie attacks hers? The cur killings would mean 
speeding up the narrative to fit hem all in, but fine - that sounds 
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like an answer ta the film's fluctuating tension, Arlon Ober's 
score is sometimes locked in that TV-movie style of workaday 


bom and string arrangements, redolent of shows like 


Ironside. The more exciting moments sound like Harry 
Manfredini, who of course would have made а better stab at it. 
And I know it shouldn't really matier, but the story îs often 
tremely far-fetched and absurd: litle girl is able to throttle a 
oung woman with а skipping-tope, nd a small boy knocks two 
men unconscious, one with а baseball bat (possible) and one with 


the flat side of a spade (unlikely), Young Curtis seems to handle 


a police issue revolver with ease, recoil and all, and a сор is 
besten to death and his injuries blamed on а fall down approxi- 
тошу five garden steps; But let's not be too strict about ll this; 
you have o take a forgiving atitude. Regard the flaws with 
tolerance and look what you get in reum; not only is the cop 
killed early on, but he's set up for it by his own sweet ite 
daughter. who watches impassively as hr buddies bash his 


brains in. One malicious bile tyke locks his playmate in an od 
junkyard refrigerator and leaves him to suffocate. And the entire 
‘rat poison birthday cake” scene had me snickering into my jelly 
and ile as if my star-chart showed Saturn blocked by the sun 
and moon, Be honest - movies where Kids murder adult are the 
perfect antidote to that nasty old sadist Steven Spielberg. wh 
routinely victimizes child characters. Sure, Bloody Birthday 
sore levels ме quite restrained, but when Debbie kills her oder 
sister by firing an arrow into her eye, we can surely cheer the 
scene without demanding thar Lucio Fulci step in о direct? 

‘Bloody Birthday was made in the USA by Ed Hunt, a. 

ian who often crossed the border to direct films both in his 


native country and the States. Hunt began his creer with two 

cure Palace in 1973 and Diary of a 
Sinner in 1974) before turning to sci-fi with a trio of films shot 
by David Cronenberg’s first regular DP, Mark Irwin = Point of 
Nu Return (1976), Starship Invasions (1977) and Plague (1978) 
Producer Gerald Olson went on, during the eighties, to become 
Director of Production at HBO and a Vice President of 


soficore sex ims (P 


Production at New Line, and later executive produced the 
comedy hit Dumb and Dumber (1994). Writer Вапу Pearson als 
two more films for Ed Hunt, the Canada-lensed Alien 

Warrior (1985) and The Brain (1989. 


Finally, a word about credits. Perhaps you've noticed alresdy 
that movies 

giving “above the title" priority to actore who only deserve third or 
Fourth biling, and relegating the young leads wh 


arting children frequently credit the айы first. fen 


ve acted their 
socks off to also-ran stats. Isa convention that strikes me as 
outrageously unfair, and й gives me an idea for a sequel How 
about Bloody Birthday 2, with disgruntled child ace bumping ol 


Made in: unknown 


BLOOD FREAK 
Brad F. Grinter [Frank Merriman Griner] and Steve Hawkes 
aka Bood Freaks 
Who said Franz Kafka% The Metamorphosis was ваме? 
This relocates the story from carly 20th Century rogue to Ма 
Florida in the early 1970s, the aMiction is pouliry-related not hu 
теше, and 1 р 


is some artistic license has been taken with the 


hero's need for the blood of dope-fiends; but hey i's a lot more 
Tn than Weller The Tria 

Herschell (Steve Hawkes), а misce-bound unk with а greasy 
aqui and ticker: restroom air about him, is dating Angel a 
"ice Christian girl, who introduces him to her sex-pot sister, Ann. 
Ann prompt takes a shine to the big fella, and rather than Iet all 
that beef go to waste on Miss Goody-Two-Shoes ("2 the rime 
shes through preachn to him, hell be so screwed up 1 won? have 
а chance", she seduces him iio bd by turning him on 


marijuana, At first Herschel is resistant to the siren call of drugs, 
but he caves in when Am calls him a coward. This tac 
manipulating the hero by casting doubt on 

эрип soon after, when мо agricultural bol 


is manliness works 


thei experimental guinea-pig, using the same strateg 
experiment involves Herschel cating specially modified turkey 
ment cue catastrophe, as his body (and mind) go into а drug 
аддай mehdown, leaving him with, well after-effects. 

How to put this? His head. into a turkey s head. 
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Ме Fim бочка eases Bloody Birt 
“This US promo art or Brac Gem 
Blood Freak заета to pore 2 Tw 


cr Blood Mania 


Gosh Her 
sees his new look 


И, уон sure ате wes.” says Ana, when she 

he first time - but turkey-heod or not she's 
that body, pledging to stick by her sister's man 
come what may: "Whar wlll our children look lle?" she sighs: 1 
Tike Ала; she Knows vhat she wants and she won't be thrown off 
the scent by a few feathers and а beak. 

Ir so weird ut of Star Trek or The Twilight Zone 

Ann tells her drug dealer, Well, irt weird alright, and l'm sure 

Mr Spock would find the turkey-headed hunk thirst for the 


blood of drug-addices fascinating". but what really warps this ino 
lunacy is the coarse thread of Christian рп 


throughout. 1 wonder - can Hood Freak ever have played in 

Revivals venues? so ГА love to have seen the faces ofthe 
yezation on the way out, especially since the fiim climaxes 

With an awesome dose 

Of" moment that сов hold is own in Blood Feast or T 


power tool mayhem, a tue "Legs Сы 

Thousand Maniacs In fact, with u hero called Herschell, i's 

posible 

warming?) to the Godfather of Gore himself afler all, Griner 

Knew Lewis socially, and acted for him in his obscure nudie, Hi 
Make a Doll 1968). 

Leading man and co-director Steve Hawkes had suffered 


serious burns the year before, during the filming ofa Spanish 
ased inthe USA as 
He must have 


Tarzan movie called Farsan у el an 
отв and the Treasure of the Em 


drawn on his excruciating first-hand experience here; as be 


into e sofa and 


writhing in agony. has some plausibility (now there's a word you 
don't hear used about Blood Freak very often). In general 
though this is a very poorly made film, probably cut одеће 
Krom two separate shoots, with no covering material to ink 

er Grimer himself patches things up with several 
amera № 
effects of drugs: blithely chain-smoking the whole time, and 
erupting in a fusillade 


nh at the end that must surely have 


been intended as a joke. 


According o Charles Kilgore in the short-lived but excellent 
Highball magazine. “Grimer entered acting initially through the 
Florida dinner theatre circuit. [He] occasionally wrote or co-wrote 


the prodictions he acte in, which were usually risqê comedies 
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with literary or sociological pretensions.” 1 wonder bow Al 
Freak would have gene down with a dinner beate adiens 

certainly an ideal booking for Thanksgiving partcs... Ав it w 
"Blood Freak fied te secure national distribution, and Grintes 


retreated from genre filmmaking to knock out a couple of 
edly lame nudies, Barely Proper and Never 
1975) Business remained poor the films were sub 


softcore in an age where Deep Throat had swept the eoynes 


apparently ite me 


the sixties aside. The two wen 
productions, a trial 


of patience for even the most toler 
to Kilgore, "Filmmaker and el 
Fred Olen Ray once walked out of a screening of N 
Twain, t Grinter house How that fr bod put 

Made in Florida 


LOOD MANIA 
Robert Vincent O'Neil (1971) 
Like Sergei GoncharofT's Моше f Terror, this tars 
deceptively delirious credit sequence, only to seule down 
thoroughly dull and talky murder-thriller. There's barely 


moment o relieve the tedium, other than a few exam 
Tighing and a bod soaked death by candelabra. With 


Blood Mania, though, you expect more than a few squirts 


cichup in an actress's hair. The story concems Vitoria (M. 
who decides to bump off her rich, ailing father 


Arase 
Allison) and help her boyfriend, daddy's d 


v (Peter Cape 
и of a financial jam. Whoops, the inheritance goes to Vic 
Sister бай (Vicki Peters) instead: Mmm, 1 wonder what's going 
' bave to wait an awful ong tin 

à. the whacked-out psyched! 
motely hallucinatory to gab o 


appen next? Well, y 
out. Everyone tals 1 
майга, bus nothing 


onscreen, and the cameraman tries too han to make the dis 
Scenes interesting by shooting from low angles and gener 
ambitious, but with as 
Майо Bava film. Arrel Blant 


ming the action. A noted, the lighting 


y this anodyne and predictable 


n, here playing a blackmail 
appear in the 
ips beforehand 


ary reading the 
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BLOOD OF GHASTLY HORROR 
Al Adamson (1971) 
да Pico А Go Go (original title given to US Copyright Office) 
of Terror (alternative title given upon submission of 
‘hod Go Go tile to US Copyright Offic) 
жий he Electronic Brain 
with the Synthetic Brain 
When is a horror fi not a horror flm? When it's a murky 
rane caper directed by Al Adamson, retitled for the squillionth time 
«тир hard-earned cash ош of unsuspecting punters, some o 
koen may even have fallen for е same rubbish before, 
стай as sci under the title Man withthe Suet Brain. 
a began its half-life in 1964 as Ti Tickers io Terror, and with 
oriciation of Sam Sherman went through a number of 
s that made it the shingles of the genres irritating and hard to 
d of Perhaps should just laugh and sign upto the ов 
«f lobby, bur really, oo. Tedious, dishonest, anachronistic, i 


feeble run-around that counts as a waste of your life. The 
л Troma (who ее?) features Sherman in Showman mode, 
ig cities and playing the fool. He's u charmer, probably а 
51 guy, and by all accounts be was the power bekind the throne 
о Adimeon's movies: but Il eave it to others to tel thut story 
x me, Adamson sand Sherman's efforts fail o make the grade in 
sors of ways. They lack the demented, chaotic quality tat 
makes films like Воапте Ноне so compulsive; ere are no 
intentional bowlers like the ones that perk up Ed Wood's scripts: 
they're пейһег фиш! enough to shock your inner prude, nor any 
ogh to masturbate your inner aesthete: and the wedge of conven 
cl action melodrama that frequently intrudes has а flattening 
7» the trich-horor elements. Having watched 
vcs for this book, I find that I haven't smiled once; neither with 
er nor и them. 1 consider myself a sucker for the siren ell of 
ash, but as Kim Newman put it in his hook Nighmare Mavis, 
Алу fool who thinks bad films are uproarious fun would be cured 
(locked in a cinema during an all-night Al Adamson retrospective. 
Made in California. 
of Blood, Dracula vs. Frankenstein and 
Nurse Sherri 


мт Adamson 


А TERRIFYING PLUNGE INTO THE 
DEPTHS OF HELL 


> Л 
starring JOHN CARMÁDINE) 


78 mins. Colour 


BLOOD ORGY OF THE SHE DEVILS 
Ted V. Mikes (1972) 
aka Female Plasma Suche 
I you'd like а thorough trip through the wacky world of 
змеле polygamist Ted V. Mikels, I recommend you track down a 
copy of the Re/Search book Ineredihly Sage Films, which 


provides an extensive interview, and talks about his movies in 
etail. For me though, Mikel is another director in the AT 
Adamson mould: his films suffer the same plodding adherence to 
an earlier period of movio-making that we se in Adamson 
Dracula vs. Frankenstein, or stray anachronism like Charles 
Мае» The Possessed, 1G. Patterson's Doctor Gore and Jerry 
Warren's Frankenstein Island. Blood Orgy of she She Devil is a 


«ase in point: statie, talky scenes ae interspersed with painfully 
drawn-out ‘occult rituals’. performed by scantily clad women 
Whose writhing is supposed to connote mystical sensuality but 
instead looks simply ludicrous. Мага, а witch queen living in a 
castle on the outskirts of Los Angeles (actually Mikel s own 
hame), offers a service designed to connect women with their 


experiences in a previous life: in each case, it tums out they were 
‘once persecuted Ки wischeraft. The reincamated witches 
‘rately led a hand in Mara's ceremonies, which climax in the 
sacrifice of a bound man, Mikels's taste for rong women does 
at least add some colour to his narratives, but unlike Ross Meyer 
he's less thorough in pursing the implications. The wich 
queen's plot is thwarted by three men, опе an occult expert and 
‘one a Christian priest. So much for the awesome power of 


Woman; but then what do you expect from a man who lives with 
his own harem? 


Made in California 
see also: The Corpse Grinders 


Reviews 


Blof блан ноты 
(344 Man ith ушнен ee 


Tol 


mearum Keri Man soe «p Ln 
тати Mage Sad ee mes 


Bovina ма sae Ge cn Gra 


(Lara) lon бале ral Ra Mae 
ion ami А 
hn to | 


bits psta blot 
—— 


BLOOD SABBATH 
= Brianne Murphy (1972) 
aka Dulah 

Drippy David (Anthony Geary) — allegedly a Vietnam veteran, 
bul emperamenally more suited о siting cross-legged in a field 
Tseng 1o Donovan ~ goes hiking through Mexico with his guitar: 
Айе a "scary" encounter with а troupe of naked hippy giris, he 
knocks himself out in a fall He comes round to find a beatiful 
young woman called Vyalah (Susan авама) tending his 
‘wounds, Slipping back into unconsciousness, he wakes some time 
lero find Lonzo (Sam Gilman), an itinera preacher, 
standing over him. Lonzo wams David not to go looking for this 
ethereal new girlfiend. t transpires that Yyalah is a wateraymph 
who belongs Боду and soul to the Priestess Alot (Dyanne Thome). 
who nuns a witch-cult practising child sacrifice: an arrangement that 
the locals accept, to the horror of their local padre (Steve Graver) 
JE David wants to чау with Yyalah, he must first sacrifice his soul — 
and Alona is the only one who can perform the necessary ritual. But 
‘Alona has her own reasons for helping David shuck off his spirit. 

enjoyed this a һи more than | was expecting t, but whatever 
possessed Brianne Murphy to cast Anthony Geary as the soldier? He 
looks as though he'd have trouble fighting oa persistent moth, 
neser mind the Vietcong. Blood Sabbah draws much of iis 
amusement value from such miscalculations = 1 love the scene 
where thoughtless David keen to be united with Yyalah, asks a 
startled Catholic priest how to pet rid of his soul. Even better is the 
later scene where David, now successfully rid of his soul, goes 
rumina through the woot, leaping and cheering amd shouting. Г 
free. Yl" И works because Geary is comically inept at showing 
joy- picking up fallen tre branches and shaking them emphatically 
‘chucking handfuls of leaves in е air, and, in one priceless moment, 
swinging on a fow-hanging branch and fling grates on his 
arse. You don't pet many pratfalls in witchcraft movies, and let's 
face If ever a subgenre needed a bit of slapstick. The 
choice that makes perfect sense, however, is Dyanne Thome, 
rings her special rad of charismatic wickedness to the part of 
"Witch Queen leta. There's something about Thome that lifts even 
the silliest of material, and although Blood Sabbath is tied 
Jeflovers as far as witcheral tales are concemed, she herself is 
reason enough to watch it. She has a way of purring through 
dialogue that ensures you isten to every word. Thome pushes 
useless Yyalal and dozy David out from centre-stage, with evil 
Alta perversely likeable in thcir stead (as befits a story whose 
‘artoo lke notions of good and evil are divorced from reality) 

The red stuff in Blood Sabbath takes a while to flow, but it's 
worth waiting for a great surprise involving a severed head Full- 
frontal nudity is frequent enough to raise a few eyebrows, but the 
sexual content is strictly of the writhing. ritualized variety seen in 
Tims like Blood Огу of the She Devils and Crpt of Dark Sere 
Blood Sabbath, though, is head and shoulders above these 
‘examples and if you simply Aave to watch an carly seventies sexy 
chri tale, this one's probably the most fun. 

Director Brianne Murphy (aka Geraldine Brianne Murphy) 
was bomn in London in 1933, but moved o America aller the war 
and embarked on a strikingly unconventional career: anending the 
Neighborhood Playhouse in New York City, working at a rodeo. 
and performing as a clown for the Barnum & Bailey Circus, She 
eventually tok а slightly more sedate job as a still photographer, 


Once ayeardVirgin must DIC... 


BLOOD 
АТ 
o 


which tok her to Hollywood, where she met and marti low 
budget movie maker Jerry Warren (see Frankenstein land). ia 
1980 she became the first ever female director of photography ава 
major studio picture (Fab, starring Dom DeLuise) and has had 
several Emmy nominations (and one win) for cinematography 
Presumably disenchanted with Blood Sabbath, Murphy s second 
sod ast il as director, o Die, T» Sleep (1994), is apparently 2 
Christian-themed drama of sin and repentance. She died of canser 
in Puerto Vallarta, Mexico, on 20 August, 2003, 

Made in California 


BLOOD SONG 
Alan J. Levi (1982) 

aka Premoniions [original ti 
‘ka Dream Slayer 

‘Teenager Marion Hauser (Donna Wilkes) is unhappy at hos 
thanks to her ceaselessly bullying father, Frank (Richard Jack 
Not content with having partially crippled her in а drunk а 
incidem, he jealously polices her every move, and threatens ber 
with violence if she continues to see her boyfriend Joey (Wiliam 
Kirby Cullen). Worse stil, she's suffering bad dreams and ver 
about an escape fanatic (Frankie Avalon) committing gruesome 
murders. Could the visions be linked to a blood transfusion 
received, ftom a patient at the State Mental Hospital? 

I you're familiar with Avalon from his Beach Part m 
with Annee Funicello, or as a teen pop star contemporary of 
Fabian and Bobby Rydell, you'll probably do а double-take at е 
sight of he former Sulan of Surf slumming an axe into a raar 
Tace. If not you'll simply consider his performance moder 
acceptable, bur wonder where he got a Bermuda tan when he 
Supposed to have boen incarcerated in ор security loony bia fr 
twenty years. The best acting here comes from Richard Jacke a4 
the Uberti futher, and Antoinette Bower as his despairing wif 
Damsel in distress Donna Wilkes, however, could do wih a b af 
tuition when it comes to tbe de rigueur sobbing and screaming. 


Nightmare USA 


FRANKIE AVALON- DANE CLARK -NOELLE NORTH 
"WILLIAM KIRBY CULLEN RICHARD JAECKEL. 


Filmed in the Oregon coastal towns of Coos Вау, North Bend 
aod Charleston, Blood Song at least has these aac locations 
is credit, Sadly, the most imerosting story angle — Marion's psychic 
‘nk with the killer - is et undeveloped. The movie was originally 
lcd Premuntion, but the рау idea never goes anywhere, 
«fich i perhaps why the first title was eventually dropped. 

ically though, given dut Avalon never sings a note, the i's 

it problem i the music suspense is constantly undermine hy 
"Shea score that bounce between irritating arpeggio bass- 
nes and schraltzy romantic interludes. Thanks to this musical 


лерәк, and some puzzling ellipses it the narrative, the film's 
momentum is as stumbling as the әй character's ай. You huve o 
e in a forgiving mood too, when Marion, having walked in оп the 
Kier hacking her father to death in the sining om, runs outside 

sf makes no attempt to rouse the neighbours, instead limping 
ously off the deserted sawmill at the end of the street. h's not 
ven the middle of the night: Marion's mum is stil ata PTA 
meting The saw-nill sequence is one of the highlights of the 
move. but for a heroine with one leg in calliper to doggedly ignore 
the nearest source of help is the sort of weak plotting that hobbies 
resi 

The fact hat Marion's mother never reappears, even aller police 

serve о mop up her husband's butchered remains, is a ше o he 
fis bebindahesecncs реет, Although the sole directing credit 
othe мал of the (т goes to Alan J. Levi, the nd credits mention 
‘tonal scenes directed by Robert Angus, and with а different 
Snematographer, Irwin Соок, suggsimg that the new scenes 
sere filed after the initial production wrapped (the first credited 
DP is Steve Posey [aka Stephen L. Posey), a horror specialist at the 

ime who notched up credis оп Blood Bir, The Slumber Par 
Massacre and Friday the 13h Part Р-Я New Begimning). A rit 
srl called Director Shits During Filming’ O September, 1986, 
FAN, listing protons where directos had been replaced for 
Sarcus reasons, mentions Levi and Blood Song. k would seem that 
fter Levi finished his shoot, the producers asked editor Robert 
Angus - who һай had some directing experience 
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ra the necessary extra footage. The last few scenes with Marion 
ing restrained and sedated by doctor, and later in bed, seen only 
in darkened profile, may have ben filmed without Wilkes 's 
involvement, and the aforementioned seene with the cops at 
Marion's house, which not only fils to show the father’s desd body 
ма also relegates the mother 10 a brief dialogue side alo has the 
stamp Of a seene set ter without the principals 

Robert Bums, the art director on the picture, tld me: “The 
director was Alan J, Levi who was (and stil is) one of the most 
successful diretor of television, but somehow: be though this lile 
item was his ticket lo the big time. Knowing nothing about what 


makes hore scary he went for more blond. In а fight to he death p 
between Avalon and Jackel he just kept wanting me lo pour more Frankie Ac pay тезен аре уй а, 
and more of it on oor long-sufiering accel. He ended up looking pepa 


Tike a squashed jelly dout: Presumably, some of lie excess ut. 
Barns desenes was trimmed tr, becuse what’ left is actually the 
most powerful scene in the im; both for the plausibly nasty knife- 
wounds Jackel receives, and for the emotional dynamic which has 
the bad ater redeem himself by giving his Ме to protect his 
daughter, Па fast, without Jacek’ input this flm simply wouldn't 
work at alk: the psyche heme is fumbled, the Jead actress ts no 
ood, and the soundtrack coe to intolerable. Avalon's performance 
is okay, but i's not enough to hang film п. T suppose, in the 
pantheon of horror fims staring рор singers it's better than Bill 
Вась Blood Harvest staring Tiny Тип, but it falls some way 
hind Pete Walker's The Comedy, with Jack Jones. 

Television director Alan J. Levi began directing in high schol 
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making over forty non-fiction films hefore be even pot to colles 
for groups like the National Conference of Christians and Jews and 
the National Safety Council He moved to California in 1960, 
working for МОМ as an assistunt oth producer on the ТУ show 
National Veer Не later went on to direct more than fien. 
television “Movies of the Weck”, and helmed numerous episodes of 
Columbo, The Bion Woman, Ail, Lois & Clark, ER, Buf the 
ampie Slayer and Bates Galactica, among many then. 
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BLOODSTALKERS 


There is terror in the backwoods. 
In a place where violence is a way ol ie, 
here are many ways lo die! 
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BLOOD STALKERS 
Robert W. Morgan (1975) 

aka Blotters 

aka The Night Dantel Di 

Teror awaits two couples heading for a restful vacation in a 
cabin set deep in the Florida Everglades. Despite the rural beauty, 
thcir holiday becomes a nightmare that only one of them will 
survive. Will it be Mike (Jerry Albert), the Vietnam veteran, Mike's 
missus, he nvergel lovely Kim (Tani Crabrec valiant theatrical 
Danicl (Denny Miller), or his nervous wreek of a wife, Jeri (Cels 
Anne Coe)? A surly garage attendant warns them to tum back, for 
they're about to enter "Blood Stalker country 
тигиле ош thene overnight?" Paying no heed, ad ignoring a trin 
of grimy psychos who drop by the parage to check 
newcomers the owns stubbornly hend for the ld wooden cabin 
oce owned by Mike's parents. As they amive, unearthly, animal- 
lke screams eco across the swamplands, a hulking creature darts 
rough the undergrowth, huge muddy карета appear on the 
sor Just who of whit are the Blood Stalkers? 

Sounds pretty pood, huh? Well, I'm afraid me and the guy who 
wrote the video cover have misled you some. Blood Stalkers МЫ ts 
sa ftom The Teras Chain Saw Massacre, but wastes a decent 
first act amd the creepy. rundown backwoods sting by withholding 
any actual mayhem until the last few minutes. The leads have itle 
io recommend! them, certainly nothing to justify spending so much 
"ine in their company. If you're like те, you tend 10 add up the 
available red ment in a tale such as this, and although a lead cast of 
Four is a touch lean, й could sil have worked ifthe killings had 
‘boen made to count. Afer all, four murders were sufficient for Tobe 
Hooper. Unfortunately, by crowing all the violence into the last 
five minutes, Morgan makes a truly insane genre miscalculation. As 
forthe soundtrack: there were times when the use of musie in Blood 
Salers had me clutching my head in dismay. i's unremarkable for 
the first half of the story, but as things “hot up a deeply unhelpful 
Gospel number takes over, ruining the atmosphere as surely as a 
Wayne Bell score played ata Revivalist baptism. The offending 


ооф con 


оше 


tue plays over tiwo key scenes in quick succession: the later 
running for nearly five minutes of supposedly nail-biting parallel 
montage, involving an зп by a hairy humanoid creature and the 
hero's tempts to dash cross-country to the rescue. As bad decisio 
go, it's a humdinger, completely destroying the already flimsy 
tension, Finally, їп а twist borrowed from Scooby-Doo, the "Blood 
Stalker tums ош to be a loca smuggler dressed in an аре skin to 
scare vistors from his stash of goten gains. Probably the least 
citing ofall possible explanations, and a perplexing one when you 
consider the following. 

"Robert W. Morgan was born in Омо, in 1935, He was a 
parner in Creative Film & Sounds of Miami, Florida wbich 
provided post-production facilities for lood Stalkers) and worked 
‘with Florida based director William Grefe as production assis 
Back in March or 1957, Morgan was ош hunting in Mason 
‘County, Washington when he encountered а creature һе later came 
to identify as а Sasquatch, or Bigfoot, The experience led to а 
lifelong obsession - Morgan has appeared regularly on US tali 
shows to debate the existence of Bigfoot, and between 1965 and 
1974, after dropping out of highly paid work in the electronics 
industry he mounted a number of expeditions to search for tbe 
elusive Forest Giants, aw be prefers to сай them, He drew on 
experiences for Lawrence Crowley's 1971 documentary im 
Bigfoot: Man Or Beast” (originally entitled The Search for 
Bigfoot). Morgan can be een on-camera in the film, testifying! 
his Bigfoot sighting and describing his numerous search expe 
tions. He also appeared оп David Wolper's TV documentary 
Monsters: Mysteries Or Myths? for the prestigious Smithsonian 
Series. In 1974, Morgan co-founded the non-profit American 
Anthropological Research Foundation with his friend and ato 
W. Tol Ems (who appears as one of the townspeople in Blood 
Stalkers). He has continued searching the world for evidence of 
Forest Giants. Morgan was described by one source as, “The mos 


successful and the most controversial tracker of Bigfoot 


to query his success, given the stubborn lack of fally authenticated 
sightings, but Morgan's “controversial” status is based on his noie 
attempt fo protect “whatever” from gunt 

imply wish to shoot the creature for personal glory. Morgan has 
successfully urged various territorial officials to create County 
Ordinances protecting Bigfoot from “wanton slaying”. In сорав 
"Rene Dahinden, a Canadian researcher, angrily threatened 

“shoot Morgan if he ever comes between me and a Bigfoot" = 3 
Whatever your feelings about the credibility of the phenomen 
Morgan is at east on the side of the angels. (On their side, but m 
уа living with them. The Interet Movie Database confuses 
Robert W. Morgan the filmmaker and Bigfoot expert with Robert 
W. Morgan the deceased Obio DI, who did of lung cancer i 
1998. In fact the former is still alive and was interviewed by 
Canadian broadcaster Rob McConnell for his partnormal-themas 
'X-Zone Radio" as recently as March 2007.) 


Made in Fora. 


BOARDINGHOUSE. 
John Wintengme (1982) 

ska Howsepest 
эы Bad Force 

A house where mysterious deaths have occured is bought by 
Jim Royce (Hawk Adley aka Hank Айу aka John Wintergste) > 
арыл with psychic powers who proceeds 1o rent out roor 
preny college giris. His plans for a harem are undone, however, by 
a malevolent force residing within 

"Yo wouldn't guess from the synopsis above, but this is ов 
the weirdest films in this book; tly a one-of-a-kind 
experience. Some would say that's a good thing: we don't 
any more films ik this in the world. However, 1 disagree 
Boarding is unhinged in some wonderful elusive way th 
defies criticism. The accumulation of events is o haphazai 
the dialogue so off thea that you can watch this three ne» 
before sense begins 1o emerge, | know th 


t forme, the fir 


Nightmar 


wing was a riot of incomprehensible situations. I admit to being 
an altered state at the time, but the im is tior made for such 
indulgences: a hallucinatory vibe positively radiates ftom the 
Sereen. found my notes from that viewing worth drawing on 

Tere because although Гуе now got a grip on the fim (sort of) 

1's he first-time experience that matters most, зо: 

[FLASHBACK] After a slow start with some strange goings 
ов at a hospital, a guy in an office, siting in the lotus position, 
kick-starts the story by willpower alone. He's called Jim, he's 
played by the director, and he uses the power of his mind о make 
‘he potted plants shake, which is the first demonstration of cause 
and effect in the movie (or as Einstein would say, “spooky action 
ча distance’) Just as you're getting the hang of it, a roaring 
Алай (Joel Riordan) staggers into the scene and disrupts 
everything. Back at the boarding house, carloads of gir are 
arriving. They look and sound ike ‘horror film victims” and for a 
‘hile BoardingHouse feels as if it's going to sete down and act 

norma’ This tums out not to be the case, and we're soon back in 
Me, Wintergate s druggy dislocated mind-swamp. Is all strangely 
compulsive. The girs arrive in such numbers that it's subsequently 
hard to keep track of who's who, and what they mean to cach 

iher. They're a touch mechanical but they add a dash of vigour. 
24 at least they think they're in a regular movie, despite the 
ing, camera and soundtrack conspiring to derail hem. A 
Supernatural force pushes а meal spike through one is hand. 
‘Se steams and her friends gather round to stare. “AI her fingers 
wort; checked om," says Jim. He must be in robotics, А good 

ing be showed up, as the robogirls are starting to break down: 
how else could one of them take а shower without seeing a huge 
blossoming bloodstain on the wall When finally she freaks, she 

herself as a gargoyle in the mirror; the first of several surpris- 

ingly creepy images. Everything is very strange, and now the 
Boror is piling up: a fellow called Richard (Brian Bruderlin) is 
electrocuted when a hairdryer jumps into the bathwater gloved 
sds drag the body away. So far we have telekinesis, supernatural 
centies and a gloved killer, each vying for attention. 

тіне Ноне has laws alright, utt certainly iat dull A 
hemete called Victoria (Kalassu) goes upstairs to steal а 
sedition tape from Jim. He's їп the bath, and says: "I ino 
harnessing commi energy so that 1 can learn the secrets of the 

were" He demonstrates his power to Victoria by levitating the 

чар ош of the bathwater and skimming it across the suds, “Pou 
just made И move with your brain?” she says 
Downstairs, she makes a starling claim when the other girls ask if 
Jim came on to her: "Hes not physical at all: he oo into 
metaphysics. In the garden, the leather-clad gardener brandishes a 
simam at someone we ean see, A skeleton hand reaches out 
sou touches Victoria as she climbs into bed. N's one of the other 
rh, banging a saucepan with a spoon. I think madness is entering 
ту brain... From this maelstrom we enter a dream-sequence = a 
daring move for a film already so close to the edge. Who knows 
where the dream begins? Perhaps at the start of the tape? Rott 
hands reach ftom the mares, and Victoria takes to the ganden, 


where a terrifying "hing" with a pig's head attacks her, Victoria. 
esto bed in a graveyard, but there's a corpse under the covers- 
‘She wakes up and screams = three loud, lingering tone at the 
same perfect pitch. Jim has some calming words for us, as we 
approach meltdown: “Everything alright Trust me. Everything is 
out. And love is beautiful oo." [FLASHBACK ENDS] 
There's more, mach more, but you ned to ee the film 
yourself without too many quotes o spoil it. Be assured, it just 
sets freakier You could quote every line of dialogue, describe 
‘very scene and every cut, and still you wouldn't capture the 
freaked out ambience of BoordigHouse In а film where people 
say things Ше, T cut myself with the apple. er the Arife,” hut 
‘hance is there to make sense of things? Psychics barile each other 
ina demon-infested house; a woman develops paranormal abilities 
fter being told, “Anyone con do i": people ate dying but no one 
seems to notice; and whole sections of he film ignore cach other. 
There's something thrilling abot is immaculate impenctailiy 
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Boardinghouse is Frank Roach and Renee Harmon's Кизел 
Scream taken even further. After a very slow and obstinate firs 
fifteen minutes, the film begins to aceclerate, with something weird 
happening, o inefbly bizarre being said, in every seene. For 
instance, Victoria sees some sort of demon, and has a fit. Two 
"rends Кире in and find ber sereaming her guts out, and one of 
them says, “Here. have some pizza.” Нов do you deal with that? 
How? Horrible things keep happening, as the genre demands, but 
they're churning around in o much technical perversity tbat here's 
no sense of development or accumulation: You could reorder the 


shots back to front and not seriously damage the overall experience 
Just as mathematicians had to invent “imaginary numbers 

like the square root of a minus fig 

жой, we need to invent an “imaginary aesthetic” if a fim like this 

is to yield its pleasures. And the keynotes pleasure, not "making 


e, to make certain calculations 


sense The confusion and caras plotting are essential to the 
Tun. 1 don't know what to make of this film; 1 don't know what 
I'm supposed to think I don't know where I am in relation to it, or 
within it. These feelings are exhilarating, and they happen in only 
two places: extreme art cinema and the weirdest shores of horror. 
‘BoardingHous, ike Doris Wishman’s 4 Night To Dismember and 
the films of Renee Harmon, feels like cinema fom another 
dimension: so much is skewed, so many technical and structural 
Naws proliferate, that you're forced to take it as a new kind of 
viewing experience. h's cinema anti-matter, and as such, 
Potentially dangerous: if you projected it oto Hitcheock's Vertigo 
the two would annihilate each other in a flash of pure energy. Go 
ahead, ty it! But don't say 1 didn't wam you. 

їз probably a good thing after all that there are so few films 
like Boardinghouse: we might get used о them, and never enjoy a 
colerent movie again. There's a preat short story by Clark Ashton 
Smith, 4 Star Change (1933), in which a man's mind is aliered ву 
aliens so that he can experience thcir higher dimensional reality: 
Which is fine until they dump him back on Earth without reversing 
the process. He goes imane, unable to cope with a now monstrous 
and terrifying human reality. If only John Wintergate could adapt it 
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Director John Wintergate and st 
Boardinghouse 
read your Boarding ple 


Kalas, on 


making of 


and we cold not ep 


laughing You sem o have caught the gt of what we meant o 
portray. Wie meant ir to bea sort of сий oriented. far ош, over the 
top, tongue d cheek, outrageous and insane comic spoof on the 
horror film genre. Your understanding of t great, marvellous 
ad very, very биту. Не. уон might have inspired u о do а 
seque, ‘Boardinghouse 2: The Nest Generation Who bn 
miht he great fun, we Ти hawe to find the money todo i. You 


asked about other projects, the lat оте we did war a family pe 


movie based an a rue or. called Sally & Jess We stopped the 


release when our friend, who was а relatively honest distribu, 

Т 

contacted seemed to get ready to shaft us and Black marker the 
m the Опет, Middle East & South Ame 

ied hy someone who informed ns. so we pul 

each time. We ares looking to distribue i i 

ТҮ movie. Kalassw and 1 have he 

‘vce years. We have been im the entertainment Ле acting, 

writing, directing os well ax musie mont of ош i 

make a funny comic spoof about horror films, vo Kalar and 1 


fre it мак finished and the thre new distributors we 


the picture 
mce famile 
more han пу 


thought about Ihe mont unlikely scenario to present itd male i 
over the top cts and weird Smee we had ited fans, we 

pure ‘in vdeo format, due to the very 
mature of the film. Аз vou know with film vou do want to waste 


Ы Палана ond dà 


ince we new it might take many takes ro get he right weld off 
the мой) flavour to the scenes, we decided 10 be daring and be 
‘the first te do ап entre film project in video format. The video 
editing im some ways маз caveri a physical aspect, Бы the 
sheer volume of takes made it quie challenging 10 pick ош the 
‘most suitable ones. Кайа ond T had quine a few diferent 
opinions from anr distributor: We also did ай the "special" (ha ha 
ha) effects amd had a grear time playing with hem in diferent 
ve. We asked a few of our fellow acting friends to work with us 


e in rele because it gets very expensive. So 


make ай happen andi was quise а challenge to have some 
ff thm come of the war they did, bu we ай had fun working om 
the project. We did sea few of the ab that happened 

roughout the filming when they were really strange ог came off 


even пай or арі кей) The metaphysical aspect n the fim 

war ibant o give Н а deiper scope somehow and abo nte И 

more emotionally intricate ax well аз а bit more crazy Конни 
ptaphssical and spiritual aspect aff 


ond me love for the m 
seemed like а range hu good and extra ingredient for the fim. 
ping which atthe time wax ret strange 
partying ond ot of plo pranks and mischief. When we opted 
to полу the move ll later om И was quite ап interesting 
decision and relatively new process, and dd 

‘ar well as we had hoped, bur 

an inovative cal mpe film and the distributo 


‘ofthe serit along with the computer 
410 of laughter 


Y urs ош quite 
ought И was good enough for 


agreed and 
2 ve nmember comet 
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BRAIN OF BLOOD. 
А Adamson (1971) 
aka Brain Damage (US video title) 
ska The Bran 
ska The Creare’ Re 
aka The Undying Brain 
On the principle that iF you've got nothing nice to say you 


shouldn't say anything at all, | really ought not to review AI 
Adamson's movies, as there's not а single one that 1 like. It wax 
with a weary heart thal 1 decided 1 ought to at least briefly touch 
оп his horror output, а forgive me, I'l keep it rief... For he 
record, Aratn of Blood has a gory brain transplant, sinister Arabs, 
hokey mind cono, inept car chases, a mad soient and his 
dwarf companion. a laboratory fll of bubbling viats. э cellar 


where steaming girls have the blood drained from their bodie 
and the chance to see more of Zandor Vorkov (the screen's woni 
‘Count Dracula). If this sounds like heaven to yon, well there 

о. knock yourself out. Før me, this plodding retro-horror is 
harmless, muddled and oh-so-boring. Adamson made a cares 
Pilfering horror motifs from te thirties, forties and fifties, boking 
them all together without a spark of ingenuity, and stranding the 
viewer somewhere between failed pastiche and hoary postal 


Wading throu 
desd or dying offs of byg 


h his work is like crossing а slurry-pit full 


ne genre cinema: you just wis 
lek the cadavers rot in peace 


Made in California 
sce aiko: Blood of Ghastly Horror, Dracula vx. Frankenstein 
Nurse Sherri 
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ТИЕ BRIDES WORE BLOOD 
Robert R. Favorite (1972) 

Long ago, the De Lorca family brought a cune upon 
themselves by dabbling in black magic. Subsequently, the men of 
‘he family have tuned into vampires and slain their brides. Is up 
1o Juan De Lorca (Chuck Faulkner), his Uncle Carlos (Paul 
Exeret), and their retarded servant Perro (Bob Letizia) to lift the 
cure, but this by necessity involves taking a bride 
tating her, after which family friend Madame Von Kirst will 


exorcise the child. Perro is sent out to invite four young women 
Laura (lan Sherman), Yvonne (Dolores Heiser), Viekie (Rita 
Ballari) and Dana (Dolores Starling) to visit the grand De 
house, where they аге unvitngly"auditoned for the role 
f unwilling mother. Juan opts for Laura, but her boyfriend Guy 
Ben Robinson) gets wind of what's happening and interrupts the 
occi ceremony before it can be completed. Perro is possessed by 
3 demon spirit and turns into a monster, slamming a machete into 


Guy's head and strangling Laura. Dana becomes a vampire, and 
Vickie has her throat slashed. Juan decides о make the best of it 
ad rapes Yvonne. The family keep her locked up in the house to 
жай the bith of her child. 
In order to make sense of this story, I've basically ignored the 
Sit five minutes. A young man in bed with his girlfriend discovers 
ides уве in the bedside wall. Inside is a diary written by 
Carlos De Lorea. "Who Carlos De Lorre?" asks the girl. "He 
cas ту great uncle," the young man replies. "He ана ту father 
and helped raise me, until his death about vo years ago. For some 
reason my great grandfather threw him out of the h 
Rock when his brother died and helped raise his nephew: Juan De 
Lorca. who was my father. 
speaker is supposedly the son ofa man who tums out to have been 
lcd and whose ony child was killed too, t's a mystery who the 
he finds the diary in the 
pening minutes, the contents of which cue a giant movieengh 
аана but we never retum to him! The fact that neither he. 


You got all thar? Well, since he 


bell he really is. He's never even named. 


send are credited merely proves what a catchpenay effort 
this в. The seemingly arbitrary Spanish element, complete with 
arenco guitar оп the soundenck, merely makes you pine for the 

х more enthralling Iberian nonsense of Count Dracula Grea 
Love (Javier Aguirre, 1972) and Werewolf Shadow (Leon. 


Klimovsky, 1970). Somehow, although the story could easily 
provide the basis for a decent Gothi vampire ale, The Brides Wore 
Binod fails to live up to its title: The actors lack confidence, 
semble dialogue scenes hiccup with hesitations and nervous 
lances off-camera, and the story is structured disastrously: if your 
fale is lod in Панас, it's really not a good idea to include 


Reviews 


intemal’ flashbacks along the way. Technically, Favor is totally 
uninspired: shots are held for to Jong, the camera merely observes 
and never explores, and nothing in his arsenal aids the performers 

The effects are rudimentary oo: despite warning that to interrupt a 
black magic ceremony disturbs the delicate balance betwen good 

and evi he most terrifying manifestation we see is a pot bubbling 
ith dry кх, some camera lens flare, and a ginger mutant in 
» cape. Ther 

could perhaps give the squeamish a ha 
‘Blood is really "For Completists Only 
Florida Note: some sources refer to ‘lhe late Bob Favorito” but Гуе 


sa very explicit and drawn-out injection scene that 
rime, but The Brides Ире 
Filmed in Jacksonville, 


his det 


heen unable to confirm 
Made in Florida, 


CARNIVAL OF BLOOD 
Leonard Kinman (1970) 

There's a maniac on the loose at the Coney Island unfair, and 
when you meet his victims you'll be rooting for him all he way 
Traine district attorney Dan (Martin Barolsky) drags his 
girlfriend Laura (Judith Resnick) to the carnival to investigate the 
decapitation of Claire (Linda Kurtz), shrewish wife of Hary 
(William Grinell). Laura hears noises under the boardwalk, and 
when she and Dan cheek it oul they find the cviscented body of a 
hooker. Later, some brad has her eyes pulled out: no, Гүн not 
being callous, she's sha important to he plot. The suspects 
тп (Earle Edgerton), balding mild-mannered major- 


inclde T 
domo of the shooting range, and 'Gimpy" (ohn Harris [Burt 
Young), his scarred and hunchhacked servant... Wanna play 
"Guess the Psycho"? 

Boy, this is hand wok Right from the opening scenes, 
following Harry and his harpy ofa wife round the carnival, you 
feel as though you're being punished for heinous sins in a previous 
fife, Ws seventeen minutes before Harry and Claire are banished 

she decapitated in the ghost-irain, he temally 


from the sereen 
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praef - but by then the damage has been done. It would take a 
‘miracle to turn this baby round, and Клтап is no Paul McKenna. 
Instead, tedious Dan and bland Laura patiently walk us through the 
sme Funfair stalls we visited with Claire and Harry: the shooting 
range; the alms; the онт, By he me Laura has daringly 
"added the Ferris wheel to the list in the company of the killer no 
less, even the Dalai Llama would be baying for her blood. At he 
risk of repeating myself (i only that thought had occured to 
Kirman), 1 honestly don't think you can мау you've known 
boredom until you've sat through this movie without a remote 
control. Sold on DVD by Something Weird as “a strange Hile 
Sicke” and “in the splatter sse of Herschell Gordon Lewis, 
Carnival of Blood gives even the lamest of Lewis (Color Me 
Blood Red) the ltr of a Dario Argento im. Admittedly. hath 
gore scenes are in he same funny clumsy vein as Lewis — but 
they're over too quickly; and the photography (at least as presented 
оп DVD) в so abysmal there's barely a chance to see what's going 
ont makes you realise bow clever Lewis was to light his dime- 
sore лис with the Mashbulb glare of a paparazzi doorstepper 
Leonard Kinman made one more horror fick, Curse ofthe 
Headless Horseman, before doing the decent thing and moving 
‘ver to pamo as "Leo De Leon and "Leon Gucci’. As ‘John 
Kirkland, he was lighting director and Second Unit director on 
Erie ету Нант The АЙ and Hyde Portfolio, und redeemed 
himself by producing films for ропот бето merchant 
Zetedy Coh (Ser Wish, The Ант of Jie, Unwilling Lovers 
and The Devi Inside Her). Most of the rest of he cast and crew 
Seem to have packed up and left he movie-husines without uying 
again: although Earle Edgerton went up in he word а few years 
Jae, in Andy Millig's Feshporon 42nd Street. Perhaps the 
‘most shamelaced participant here is Bur Young (credited as ‘John 
Harris), who went on to appear in the Rocky films and made a 
memorably evil patriarch in Damiano Damiani s superior horror 
sequel, Amityville I: The Possession 


Made in New York City. 
see also: Curse of the Headless Horseman 
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VHS © Running ime f hour 30 mine а бои 


THE CENTERFOLD GIRLS. 
John Peyser (1974) 
See inerview with Jon Perser 
Made in California. 


‘THE CHILD. 

= Robert Voskanian (1976) 

See етн wi Robert Voskanian and Robert Байазан. 
Made in California. 


CLAWS. 
Richard Banshach and Robert E. Pierson (1977) 

aka Devil Bear 

aka Bear Toth 

Jason Monroe (Jason Evers) leads a bunch of macho types up 
into the Alaskan Rockies, in pursuit of the giant grizzly bear that 
mauled his son during а boy scout expedition. Monroe's Indian 
tracker believes the bear is possessed by a supernatural power. 
and Monroe is convinced it can think. As the harsh elements and 
the cunning grizzly pick of the quate of hunters, t seems 
Monroe will have to face the beast alonc. 

This is a serviceable afternoon adventure film with one furry 
foot in the horror genre, thanks to some goring of victims and tbe 
emphasis оп the Indian's superatur visions of ‘Wailing W 
Torceling his doom: visions which the fim hacks up as genui 
The riz sack on a boy-scout camp is amusing for sure, and 
Highly bloodir than you might expect, Бо this remains an 
экени movie with horror elements, rather than the other w: 
round. I confess Fm including it here mainly because it happens 
have been shot in Alaska; Juneau to be precise. Evers travelled 
the other end oF the country (Miami, Florida) laler the same eae 
to star in Barracuda for Wayne Crawford and Harry Keri 

Made in Alaska. 


THE CORPSE GRINDERS 
= Ted V. Mikel (1971) 

Caleb (Warren Boll and his wife Cleo (Ann Noble) supply 
corpses from the local cemetery to Landau (Sanford Mitchell). = 
аном manufacturer, who puts the bodies, shrouds and all л, 
his meateriding machine. Landau hit on the iden afer using he 
prinder o get rid of a troublesome business associate (Ray 
Dannis), and when sales of the adulterated cat food increased. be 
tumed to graverobbing to keep up with demand. However, the 
product has unfortunate side-effects: domestic cats are вом 
developing a taste for human flesh. When a cat belonging o Nurse 
Angle Robinson (Monika Kelly) stacks her boyfriend Doctor 
Howard Glass (Sean Kenney), and a dead woman whose t 
кесп ripped out by an erage feline is dropped off at he espe 
Howard puts го and two together, and with Nurse Angie in tow. 
sets off in search of the culprits 

I've been pretty unforgiving in this ook about horror is 
that mimic the styles of earlier decades, but The Corpse Grind 
has an essential morbidity and cynicism that rescues it Alto 
the stockcue soundtrack could just as easily hav 
Monogram cheapie from the forties, there's a grubby, ghouls 
ick to the proceedings, with its bundled up cadavers, low-res 
interiors and bad-tempered, exploitative characters. АН 
story is silly beyond the reach of sarcasm, there's a pulp gros 
to the film that’s weirdly charming. The decidedly shaky “corpse 
grinding machine" (which sadly is only referred o as such ım he 
film's bonkers trailer) has an ulira-cheap, sehool-project vibe, 
admitting fully-clothed humans at one cnd and discharging slopp 
mincement a the other. a process that сез tobe both 
hilarious and revoling. There's also something compelling abo 
the fms cramped mise en scène, with everything shot in sux 
чум, cluttered compositions, and with о litle actual movemen 
from scene tø seene, that you could imagine it al fining inside a 


Nightmare USA 


snow-shaker (now here's a marketing ides) The characters too 
cluding a mentally subnormal woman who clings to a dell and a 
dest woman (Отка Hoy) who acts like Igor's anorexic sister 
‘ao the general air of dysfunction. Freakiest of all, Warren Ball 
ss Caleb is a thyroidal giant who looks like he'd be happy 
abducting hitch hikers and torturing hem in a soundproof bunker 
ifthe acting career went downhill АП of this within a могу about 
edcening cats on е rampage makes the result irresistible: 
Mikes is not one ol my favourite directors but this shabby, сте 
piece of work is a "masterpiece" of kino-bizarre. 
The Corpse Grinder was written by Joseph Cranston (The 
lg Hand, 1963), and Arsh Hall Sr. (director of едой 
1962) Mikel later directed a shot-on-video sequel, The Corp 
Grinders 2 (000), following it with Mark af ihe Astro Zombies 
2002). Yew check "em out 1 don't think Idare. 
Made in California. 
sec also: Blood Orgy of he She Devils 


THE CRATER LAKE MONSTER 
William К. Stromberg (1977) 

A cop and a doctor discover cave paintings down a mine near 
Crater Lake, depicting primitive man hating а plesiosaur = proof 
that dinosaurs survived much lier ап believed. A meteor lands in 
the prophetically named Crater Lake, heating up the water and thas 
hatching a dinosaur egg that's in in the silt for centuries... A 
walerdwelling plesosaurhen takes to the land (7) and kils а hich 
hiker, o bull and a fisherman in short order, before the action slows 
oa cr and the viewer's mind clouds over 

Tve heen dfi ту shoes with newspaper so long ту foet kno 
‘more about whats койп on than ту Dead!" This quip aside, the 
majority of The Crater Lake Monster, обет minor addition tà the 
rollcall of seventies monstermovies, is a chore to sit through. 15 
combination of lowbrow humour, shamholie plotting and occasional 
ani of ethane stop-motion animation may charm fans of Thr 
Beast from 20000 Койот (1953), but even hardcore plasticine 
addicts will be гиши more han usual between bouts of monster 
тауп. The creature's scale varies wildly depending on which prop 
‘version we see, but at least Stromberg shows plenty of the beast = and 
right from the oll oo There's şo litle actual story though that he opts 
to waste five long minutes on а comedy braw! between two god ole 
boys who slug itout in the shallows of Crater Lake until finally, thank 
God, they stumble on a floating corpse. In case you were unsure of 
how to take their drunken antics, they're helpfully signposted as 
comedic by the bumptiously chuckling score. An out-of-nowhere 
séquence involving а тап who holds up а liquor store, shooting ded 
"bo assistant and a customer. feels cut in from a different movie. This 
actor gives the only compelling performance in the film. However, 
‘Somberg has the man drive his car of cli and into the maw of the 
monster (or rather, imo jump-cut proximity with a shot of the 
monster's thrashing jaws а must-see for connoisseurs of "Wil tat 
do filmmaking). To give you some idea of he film's pacing 
problems, the generic scene where cops, the local doctor and the 

‘couple gather to discuss what to do takes place around 
"be seventy minutes ты. At which bte point, эй that remains is f 
the locals fo duke it out with the plesiossur using a bulldozer а scene 
that reminded me of Sigoumey Weaver butting the Mother in em 
With out for that lawsuit. James Cameron, 
‘Shor at Huntington Lake and Palomar Mountain, Calf 


The Crater Lake Monster boasts several ftre luminaries of special 
effets cinema. Actor Michael Hoover worked as digital artist on 
Spider Mon 2 fellow star Mak Siegel was creature maker on Dune 
od Nake Lunch; cinematographer Раш белшу wan visual est 
supervisor onthe hit TV series 24; Jon Berg worked as a stop-motion 
‘effects man оа Sar Wars the same year he buit the miniatures for 
Crater Lake Randall Crook designed the monster in Lamy Cohen's 
0: The Winged Харет, and worked on the stop-motion climax of 
Carpenter's The Ting, before joining the effects crew of the fint wo 
Lord ofthe Rines is: and Jim Danforth and Dave Allen's combined 
‘rei are оо mamerous to mention here: Perhaps most impressive of 
Э, РЫ! Tippett went from building The Crater Lake Montes 
‘miniatures to the post оГ “dinosaur supervisor” on Jurassle Park! 
Made in California. 
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CRAZED. 

Richard Cassidy (made 1977, rel 
aka Sipping Ino Darkness 
aka The Paranoia 
aka Bloodshed 

‘Laszlo Papas is Grahame, the Norman Bates брис in this 

average knock-off of Picho. Sexually abused by his father, dubbed 
"retarded by his mother, and then abandoned in a children?s home 
ву both of ben. Grahame grows up a quiet but emotionally 
disturbed young man. Having spem unhappy years in the Атту, 
he's ow settling down at a boarding house run by Mrs. Brewer. 
(Bell Mitchell), an eccentric old dear who assumes a motherly role 


in his Ме. Into this situation comes Karen (Bevery Ross), a young 
woman seeking а new life away fom her abusive husband 
Grahame falls for the new arrival, tlli bound to go wrong: 

Cras is basically too slow, but it's fairly well acted by Papas 
ond Koss, Вейс Mitchell as the old lady is а touch offkey, but her 
escenricty vurvives a few clumsy line readings: On the violence 
ront here's one nasty thing scene and a strangling. but litle 
‘else to trouble the squeamish. The emphasis son mood, and 
although the story is predictable (e for a decent twist about 
halfway) 1 found myself ripped as the old lady finally tumbles t 
the sickness of her favourite арат Cassidy's direction is rather 
чи. lacking for instance the ambition to visualise he madness of 
the unhappy Jead. Perhaps the main problem is that there are just 
tao few unusual touches to distingui it from the many ther 

of this kind (Curtis Harrington's Zhe Killing Kind. Denny 

Harris's The Silen Sersam, or David Schmoellrs Слои for 
instance) Enjoyable as you watch it, Crazed nonetheless slips all 
too са out of your mind afterwards ind merges into the crowd 
‘of post-Psyeho horror thrillers. Husband-and-wife team Richard 
and Jean Cassidy conceived the film together, and in order to drum 
р interest in the project they initially filmed И as а 35mm short. 
‘The film's grip, Dan Zarlengo, recalls that their “beat bw 
project was an obvious tribute 1o the suspense and magie of Alfred 
Hitchcock Directed by Richard, И featured his wife, Jean as the 
munder victim.” Zale also confirms that the original working 


title af the film was The Paranoia, and that it was competed and 
released as Slipping Into Darkness by Jupiter Pictures in te 1979. 
The house featured in Ње fim apparently stil stands on Edgemont 
south of Wilshire Blvd., a few blocks east of Highland Avenue in 
Hollywood. Cassidy is sometimes confused with an Australian 
director of the same name, 


Made in California 


THE CRAZIES 
George Romero (1973) 

aka Code Name Тине 

aka The Mad People (original seript title) 

After the Бие зсеп misfire Theres Always Vailla and the 
Nagrantly uncommercial Scan of he Witch, The Crazies secs 
George Romero rediscover the commercial savvy that propelled 
his debut, Night of he Living Dead while taking on the breath 
‘of ambition that would characterise his later Films, I oer 4 
ightmare vision of chaos surrounding America’s fint biok 
‘weapons spill, and i so utterly convincing that only blind 
patriots, or optimists of the fuzziest variety, would find it imp 
Sible. Everything goes wrong: technology interferes with the 
process of communication (a recurring Romero motif); rca 
{racy and buman error combine into gridlock: and the rub 
between authoritarianism and individualism put a spark to 
tinder to э point where, dramatically speaking, you hardly nes 
show the effects of the weapon spill, The fact that the infected go 
ray is more a bitter irony hana pivotal plot point. 

Romero develops the confusion without the film being 
confusing ilt, packing an emotional punch that transcends 
sometimes overstretched acting skills of the cast. And that's the 
downside: of all Romero's major films, this is probably the les 
well served in the acting department. The central group of David 
(Will MacMillan), Judy (Lane Carroll), Clank (Harold Wayne 
Jones) Artie (Richard Liberty) and Kathy (Lynn Lowy) lack the 
fine characterisation that distinguishes Romero's subsequent fiim 
Martin, and more pertinemily. his action-horror masterpiece Dawe 
ofthe Dead. MacMillan and Carroll are serviceable, nothing 
тоге Jones (a David Hess look-alike) is a bit bener, providing a 
Жу run for Scot Reiniger's character in Паня: while Richard 
Liberty (Dr. "Frankenstein Logan in ау of the Dead) is giver 
lite to do until the last reel, when his madness tilts into 
perversion. The exception is Lynn Lowry, who essays another of 
her spaced-out СМ тар roles with great sensitivity (sec al 
T Drink Your Blood and Shivers). The best performanse, though 
Comes fom Richard France as Dr: Wats, the scientist sent а 
chillingly believable bureauertc blunder — into the middle o 
danger zone, despite being of vital importance in the search for 
an antidote. Romero must have liked Richard France's style: be 
used the actor's blustering, bear-ike persona 
‘the Dead, as the pundit whose brutal pragmatism alien 
fellow experts during a rapidly collapsing TV debate Here, 


Nightmare USA 


France brings a touch of ham to the ole of Dr Wats that 
nonetheless strikes me as appropriate, his manner that of a high- 
handed private surgeon. Despite his arrogance, Watts emerges as 
з potential hero, but this being the 1970s, when heroism was 
‘extremely unlikely to ош in the horror penre, all does not go 
according to plan. The scene where Wats is mistaken for a 
crazy’ by gas-masked soldiers, who herd him into an enclosure 
withthe infected, neatly encapsulates he film's message: failure 
of communication serews us all, 

1а contrast to Romero's signature zombie movies, bloodshed 
in The Crazies is mostly restricted о bullet-hit squib. There are 
по gaping ist wounds or creative disembowelments this time. 
in fact the most violent assault ìs on the audience, thanks to the 
aggressive sound-mmix. The predominant musical clemen 
throughout is a ruling military snare drum; to which Romero 
ds sirens, blaring loudspeaker announcements, crackling 
radio-els, near-constant gunfire, muffled yelling from gas-mask 
lad soldiers, the roar of motor vehicle engines; in shor. 
cacophony. I gives the film a jagged, metallic, painful quality, 
something that's not in the least bit helped by some very tinny 
sound-recording. As masked soldiers argue or discuss thei 
orders with each other, Romero chooses to dub their voices in an 
schoey, highly artificial way, always blatantly studio-recorded 
despite the many naturalistic scenes yet outdoors. This adds to 
the sense of dislocation between the soldiers and the rest 
ач, but further amplifies the headachy tension of the film; The 
Crazies is like walking outdoors in the morning with а hangover, 
and having sunlight bounce off a car bonnet into your eyes. If 
weren’! for the quality of the storytelling, it would all be a bit 
ioo much. Flaws aside, however, this is ferociously intelligent 
aod compelling film made by а very talented director about to 
hit his peak 


Made in Pennsylvania, 
sec also: Martin 
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CREATURE FROM BLACK LAKE 
Joy N. Houck Je (1976) 

aka Demon ofthe Lake (US video tile) 

aka Anack o Black Lake 

Teo Yankee students visit the Louisiana swamps to research 
Stoves of a giant bipedal antropoid~ that's Bigfoot, 1 you and 
me. First they get themselves into trouble with the locals, and then 
With a hulking creature that stalks them in the woods after dark. 

A likeable though insubstantial айай, this, not te mince words, 
‘ould have done with a bit more monster mayhem. Despite some 
funy effective scenes of tension there are no onsereen deaths, and 
ven for a family-oriented drive-in feature its just too gentle. 
Obviously Houck, a cinema entrepreneur weli-acquaimied with his 
potential audience, was aiming for a lighter PG level scare- 
movie: the young male leads avoid swearing entirely and tbeir 
attempted courtship of two “hospitable” Southern girls is discret 
curtailed by the arrival of the creature. However, considering that 
Blood and Lace released around the same time and featuring 
several fairly graphic hammer murders, received a “PG to, 
Houck appears to have erred a little to far om the side of caution 

Despite a respectable looking apesut for the creature, and the 
presence of Dean (Halen) Cundey at the camera, the (m till 
Waste its visual possibilities, Bigfoot may be an oral tradition, wih 
sightings passed around as folk stories and local gossip, but i 
seems a perverse use of the medium to spend more time looking at 
people talking about Bigfoot than actully showing the thing. There 
are several scenes where people recount tales of the creature, but 
only a few of hese спо бе imo visual depictions. Perhaps 
VHoock intention was 1o approach things in the style ofa campfire 
эу, a round-helog fre country tale, bu Г a shame there’ not 
more emphasis on visual storytelling, excep for some rather 
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‘routine talking in the woods in the last twenty minutes. Despite 
hal. у a pleasant enough experience, perhaps hest watched on a 
weckend allemoon rather than during a late-night horror session. 

The strained relations between North and South provide a 
litle extra detail, as the film shows Southern hospitality and its 
Mipside of distrust, while the visiting Yankees are given o crude 
assumptions and а lack of country manners Locals are sensitive to 
being misrepresented: “Don? wont foll comin round malin "us 
loot ike a ch o" dumb rednecks,” says one ое The 
“Sheriff is an unfriendly type, but even he has the safety of the 
visitors at heart So while the North-South differences are 
acknowledged, here's litle sense of fiction. As a film made by a 
‘Southern director, Creature from Black Lake is ironically less 
incendiary in tone than Two Thousand Матіас, directed by 
Chieago-bom but Southem-sympathizin' Herscheli Gordon Lewis 

ey (short far Joinds) Newton Houck Jr. was bom on 26 
January, 1942. He was the son of «Souther theatre chain owner 
who produced low-budget films to be distributed to his own 
cinemas. Houck Sr company Howeo International beyan in the 
1950s Some sources confose father and son in their credis for 
example, the IMDB lists Houck Je. as executive producer on three 
Films made before be was fifleen! Houck Je started his filmmaking 
career with two horror films which he wrote, directed and 
produced: Night af Bloody Horror (1969) and Women and Bloody 
Terror (1970). He can be seen in Creature from Black Lake playing 
э college lecturer and expert on Bigfoot. Не died of heart filare at 
home, on | October, 2003 


Made in Louisiana. 


THE CREEPER 
Wes Olsen (1984) 

aka The Dark Side of Мыр 

{rarely tum ту bak on а slasher (pood advice in real life toa, 
Vis) but this dismal effort, at an ane-tumbing 13 mints, iso 
ceaselessly, bloodlessly dll it defeated even ту optimism. Cops sit 
t their desks, arguing оп the phone and chewing over the case im 
question, viz. “The Creer a murderer so badly conceived he 
‘can't even stick to his то. Though he's apparently known for 
tacking beautiful young blondes with hourglass figures, three of 
the film's six tarey-alimpsed killings are anomalous, including two 
rants (one of them би) and a six-year-old boy (blond but hardly 
curvaceous). There is one workable and rather unnerving idea, but 
is thrown away in a line of dialogue and a single fluffed scene: 
The Creeper is said to have struck before, often sneaking into 
Victims houses and hiding in their amies for weeks or even months 
before emerging, afler midnight, to kill without warning. The idea 
‘of «psychopath covertly living in his victims” bomes is pregnant 
with possibilities (sce Thomas Harris's Ral Dragon), but its. 
stillborn here. All hrs lef by way of amusement is to observe the 
‘colosal ineptitude of the two cops in charge of the ease. At ane 
poit, arriving in an attie where The Creeper has boen living, and 
Finding his makeshift bed stil warm, they settle down to ан бог 
ип, only to nod of and alert the returning psycho to their presence 
boy snoring! The standard of acting is appalling throughout, with the 
cops engaging and the various victims and relatives incapable of 
э convincing reaction: two parents, formed ha therr daughter hax 
been hacked o death, exhibit а mild grief more beiting he 
discovery ofa smashed отте than news of bereavement. As this 
‘rosy overlong ловле draws to a close, Officer Brock Johnson 
(Olsen himself) despatches the killer Ву fring him ito a shack and 
setting fire to it; atleast we assume he's despatched, since here's no 
sin of him buring in the hurried, deeply unimpressive fire scene. 
"Surely this соу approach to the killer's death is simply a shop-womn 
prede toa "wit where he pops up again û la Michal Myers? Oh 
no = in what may be The Creeper's only slasher-film innovation, 
this utterly limp finale really s it: the end, fio, forget it "Wel. we 
won have o worry about hm any mere. says Olsen: words that 
‘ould stand as bis directorial epitaph, 


Made in California. 
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“CRIMINALLY INSANE 
Vick Philips [aka Nick Millard aka Steve Millard] (1975) 
Ethel Janowski (Priscilla Alden), a big fat 2500 lump 
resentment, ís released ftom psychiatric incarceration int» the 
of her grandmother (lane Lamber) А doctor suggests to Grannie 
that she should try to heip Ethel lose weight. On her first night 
freedom, Ethel wakes up and blunders downstairs looking for 
food, but Grannie has locked the kitchen cupboard and emptied the 
icebox. Thwarted, she aacka the cupboard with a knife. When 
Grannie wakes up and tries to stop her, Ethel stabs the old деш 
death, finishes her midnight snack. drags Ор corpse ораза 
and locks it in her room. Next morning. Ethel telephones the store 
and places а homungous S80 food arder: When the delivery bo 
arrives, Ethel realises here's по money in the house (7 ve 
of $4077) Not to Бе denied, she kills the kid, tubes the bo 
and tucks in to those groceries. Ethel’ prosit sister Rosalie 
invites herself over w stay, moves her pimp in with ber, nd uses 
the spare room to service her clients. Then a polic 
LeFleu [George Buck Flower) arrives, looking for the missing 
delivery boy. And so Elhel's munderspree continues, s van 
inkeropers and busy-bodies threaten to expose her as a mun 
and - worse still - interfere with her mealtimes- 
‘Criminally Insane“ is a short but perfectly formed linte 

masterpiece. Trimmed to the bone, with a lean running time ojo 
under an hour, i's a model of restraint and concision: What's 


immediately so impressive is the simplicity and чаве of s 
concept, and the comic banality of the killer's motive. Abel Fees 
has ПЫЛ been praised for his tlm The Driller Kiler, in wc 
а man is driven crazy not by sexual dysfunction but incipient 
poverty Ethel is another of the pscho-genr's mis-shapes 

Because she can't stup enting. Oh sure, you сап iheoise that this a 
woman probably has an unhappy tle girl inside screaming 

сод, but рап of the fascination with this movie s t implacable 
disinterest in psychological motivation. Everyone's got a sob sy 
it seems to say, so who cares what ode Ehel such a greed sour 
faced bitch? OF course obese people have problems regulating the 
appetites, and being slowly smothered hy ЗОВ of lard is i 
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‘um anyone bitter, bot the director is having none of this bleeding 
hear шї Eie blankly disinterested attitude to anything other 
than food is echoed by the film's scorn fr the niceties of plot and 
characterisation. | wouldn't want every psycho film o be made this 
мау but ove how Пы and bleak this is is like а deeply 
sympathetic fy-on-ihe-wall documentary. The lack of a real 
storyline makes it al feel vaguely боба, something the marter- 
fact performances help to foster: you can imagine Brigid Polk in 
indy Warhol y Bad gening on with Ethel. Most importantly 
Priscilla Alden plays her with a sullen distance that ensures that the 
subject matter doesn't flare into camp. And Ethel has a bad attitude 
30 with ber hunger-pangs. Like that other hefty horror star 
Martha in The Honeymoon Killers, Ethel is prone to anti-Semitic 
‘outbursts: “That Goddam Jew doctor gave hem onders not to give 
me enough to eat," she explains to ber grandma: “They wene ying 
o save money ond starve me while they were at i" And when the 
‘ld lady tries to мор her breaking into the Kitchen cupboard, she 
‘exclaims, "You and thar Heeh are ming to starve me to death! 
I a detail ibat ensures we Keep ош distance even though we're 
sued by ow awful she is, and it means we don't feel so bod 
withholding our sympathy. After all, Ethel problem is nothing a 
stay in Buchenwald wouldn't cure. 


Made in California. 
sec also: Satan ¥ Black Wedding 


CRYPT OF DARK SECRETS 
Jack Weis (1976) 
Another exercise in tedium from the New Orleans-based Jack 
Weis, he of the mindlessly redundant lad Feast ро, Mardi 
Massacre (1978), Coptof Dark Seres fnctionally beter, 
Bot stil feels ike congealed genre leftovers. For the first ten 
тимле, ll you get is a shot of immortal Voodoo Queen Damballa 
(Maureen Ridley) dancing in some obscure ritual, and two cops 
Heb Jacke and Wayne Mack) boating through the Louisiana 
Bayou, explaining the back-story (mysterious woman sighted on 
rid Bayou island) with а lack of enthusiasm you soon come to 


Stare. The story eventually grinds int second gear when thre jewel 
thieves, Earl, Max and Louise (Butch Benit, Harry Uher and 
Barbars Hagerty), move in on Bayou bachelor Ted Watkins (Ronald 
Tanes), beating him to death and chucking his denim-swathed hd 
in the creek. Damballa takes pity and revives him by performing a 
sexy nude dance. (Ridley ix noticeably better at nude dancing than 
"Зори, which perhaps gives a chue as to where Weis discovered 
het) Back in town, another "voodoo woman! (Susie Sirmen) is 
shown sticking huge pins in a man's bask while be sits silent and 
docile by her suburban fireplace. We never do find out why buit 
sos like а fun hobby. As smoke curls from between the trees, we 
жес flashbacks to Damballa's ribal origins (perhaps footage from an 
handed production, to judge by the difference in picture grain). 
Dambala tells Ted that hc is now ne of the living deod: an 
пов paradox that bothers him not a Jot. She helps him o take 
his revenge against the thieves, and then mames him, in a ceremony 
that takes place beyond the vale of death (thus presumably 
shortening the mariage vows a litle) The natural placet bring this 
stor to an end, you'd think, except that Weis, obviously struggling 
bis up to feature-length, adds another peinlesly protracted 
ost ride through the swamps in the underwhelming company of he 
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сайи policemen. At сам the locations are beautiful and if you dig 
Maureen Ridley s oiled breasts you'll be more han happy, but really 
this is forgettable tripe that belongs in the swamp, beyond even the 
most powerful Voodoo Queens ability to revive. By the way, 
despite the pleasingly Gothic title, here's no crypt in the fim. 

This was Weiss third movie, following Quadroon (1972 — co- 
directed with Herbert Janneke J), about a white boy teaching 
English to mulato prostitutes in the 1830s, and Storyville (1974) a 
period drama about New Orcas life at the birth of the jazz age. 
What's notable is that Weis clearly had a great love and fascination 


for New Orleans, aways shooting there and, as the subjects of his 
Tis то movies show, taking а genuine interest in the city's 
history. Note: some sources erroneously list Сору of Dark Secrets 
asa alternative Ше for Weis later film Mand Gras Massacre 
Made in Louisiana. 


CURSE OF THE HEADLESS HORSEMAN 
— hn Kirkland [Leonard Kirman] (1972) 

Mark Callahan (Marland Proctor) inherits a Wild West tourist 
чар fom his uncle, but a codicil stipulates that he must tum a profit 
within six months or he'll forfeit the Jot. Heading for the ranch with 
fiancée Brenda (Са Ream), and a gaggle of hippie loafers as 
guess, Mark plans to tum й into а musie and theatre venue, but i's 
motto be. When someone dies after seving а Headless Horseman 
prowling the area, it seems that the dire warnings of sinister site 
foreman Solomon (B.G. Fisher) are coming tue 

Ouch, I watched this tbe day afier Кітап Carnival of 
Blood, and please, heed my dire warning - i's not recommended. 
The uneventful, meandering story В made harder to take by poorly 
recorded dialogue and a clueless directorial "style", War's Ultra 
Violet appears as a visiting Contessa (who's given Ula Violet's 
real name, Isabelle Collin Dufresne) incongruousy toting a 
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Superman Масе. Presumably the add “superstar” wax unable 
1o distinguish etw 


en Warhol's experimental “undirecting” and 
Kirtan inability. The final revelations are pure 1 have got 
away with ito, (Fi asm for you meddling Kids’, and the only 
highlight is demonstration of how to fake a headless boneman 
with some bits of bent wire and a cape. Morland Proctor, a regular 
for John Hayes (he's in Fandango, The Cut Tiro АЙ he Lovin 
Kinfolk and Garden of rhe Dead). ts okay as the lead, but this is a 
Viewing chore you really ought to spare yourselves: when Клтап 

hardcore por, he did us all a favour. Writer Kens 
Riche, who provides а tiresome, verbose script replete with 
washed-out purple prose, was even more considerate: he 
soppeated completely 


crossed ove 


Made in New York State 
also: Carnival of Blood 


THE CURSE OF THE SCREAMING DEAD 
Tony Malanowski (1982) 
See теген it ту Matanowks 
Made in Maryland. 


THE DARK 
John ‘Bud Carlos (1977 [production] 1978 [copyright 1979 
езер, 

"This project, presumably called The Dart to give its 
useless allen invader ап excuse to hide n the shadows, is a. 
tweniy-four-carat time-waster. For a siart, the emphasis is 
relentlessly cops 


ие: police, police, police all the way 
sone really ought to explain to horror film writers that 


telling your tale via a police investigation is the scripting 


‘equivalent of moving your lips when you read. Mind you, the 


пете presemed bere ren much better: namely а female 
reporter (Cathy Lee Crosby) wi 


‘wants to do something rea 
instead of covering the latest Hollywood hairdo: and а 
supposed writer of horror fiction (William Devane) who never 
takes his dark glasses of ong enough to type а millcnote 

The only person to соте out smel 

Hyde, who plays an eccentric psychic with а da 
that lifts her fom the mire, Meanwhile, the monster, which 
looks like x steal from William биће: The Manito. tears 
the heads off people y out = and 
since you can barely see them half the time its even harder u 
care Jess, even porno director Michael Findlay’ Shrek of 
the Мыйше had a Peter monster. Eventually the production 
limps 


û don't give a rat's ass a 


the finish-line, the monster is comered by the cops, 
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Ag Meter 


and the dara thing explodes when someone sets fire o it 
dumb ending fr a dumb movie 

never saw this Pack in the early days of video; when it was 
released in the UK by Guild. was already pissed off 


Carpenters The Fog was mor an adaptation of James Herbert 
fantastically brutal movet: Heber follow-up novel The Dark ws 
‘even nastier so when a movie of the same title appeared with 
Herbert's ame on it, as damned if vas going to зе 
myself to more disappointment Well John Carpenter's The Fog 
tumed ош to bean atmospheric treasure in its own right: 7 
however i dreck, whatever your expectations. 

The original director, Tobe Hooper was sacked very eariy 
the shoot, and replaced by John Вы Cans It would be э 
mistake to place the blame entirely with Carlos, though: stepping 

minu, his role was probably just о meet the 

deadline, keep the production rolling. and make the best of a 
job, Stanford Wiitmore,aseripwier of mainly TV movies, i а 


culpable as anyone: Tobe Hooper has remained close-lipped o 
hy he was sacked (not surprisingly), so we may never know wi 


he thought be could do with sach apparently unpromising m 
Made in California 


WHEN NIGHT MOVES IN.. TERROR WALKS ALONE. 


DARK AUGUST 
Martin Goldman (1975) 

sha The Mant 

Aner Sal Devito (1. Barry) kills а Мше gi ina mod accident, 
е fills under the vengeful cure of the child's biter, menacing 
grandfather, Ned Ме Фотон (William Roberson), Becoming more 
Sod more jumpy. Sal sees а cowed figure lurking in the woods 
around his bome, He glimpses the figure again while working with 
‘is roter Paul (Richard Alan Fay) on a construction ste, his 
Жагага causing his brother nasty accident. А family friend, 
Lesley (Kate McKeown), performs а Tarot reading and detects the 
presence ога ‘magician’ creating trouble in Sal's Ше. Lesley, and 
Sal's wife Jackie (Carole Shelyne), drag him off to meet Adrianna 
(im Hunter). a wich whom Lesley believes is capable of iting 
‘he malediction. АВ Sal bums down his home ln an unsuccessfhl 
эепүн to МА the curse, Jackie steals э fetish representing her 
Jassband from MeDermon's basement, which farms the basis of 
Adriana's magickal counterattack 

spectacular perhaps, and lacking a satisfying ending. Dark 
Angsa is nevertheless n decem, well-acted tale of guit, vengeance 
od лустай, Add to this an ишиас! photographed. unfamiliar 
small-town mie (Stowe, in Vermont) and а gentle critique of 
predic against the occult and you have a quietly завеі genre 
тее with a few joking surprises and enough brooding menace to 
ffit he sleepy pacing. William S. Fischer's пові is frequently 
‘cellent, with chromatic progressive rock and melancholy piano 
breathing Ме into the drama: reurenly blaring synthesizer is 
more irritating than unsettling, but it does at least ad panic to 
‘Scenes such as the one where Jackie beaks into McDermott 
Basement. Generally rather foursquare in style, the im relies for its 
impact on the acting. which is always solid and at times fairly 
manced, The male lead J. Barry, however, ix not the most 
appealing of sereen presences. His stocky, slightly dwarfish build 
and Satumine, gone-t-sed appearance suggest a minatursed Ene 
Bogosian and, as played, his character is riskily unsympathetic. 

Although McDermott is clearly shown casting а spell and 
constructing а voodoo fetish in the ресто sequence, ambiguity 
regain the efficacy of the occult is maintained for quite 
s while, Goldman’ script hovers between the rational and 
he supematural in a way that recalls Roman Polaski'e 
Rosemary y Baby (although one has to say he could 
profitably have raided Polanski for tension as well 
s ambivalence). Dark Анта! has ray feel that 


makes one think of writers like MLR, James and Fritz Leiber: Sal is 
another of hose "Douhing Thomas’ protagonists xo popular in the 
occult orm sb genre There's a focus on accidents! and their 
interpretation that reminded me of Ramsey Campbell's novels, 
especially The Count of Eleven and Obsession, As with Campbell's 
"ring. the етн for Dark igit finde unease in the small details 
Of life, їп the larval paranoias and anxieties we try to control, but 
Which can batch and overwhelm us at any moment. 

Tarot-reading Adrianna is introduced sympathetically, without 
sterctyping she's a practical, sociable woman whose first flicker 
of witchery is to adimit “an uote passion for pumpkin vod 
Нег first idea for lilting the cus is for Sal to bum donwn his artist's 
studio чае of the first spectral visit = while есп an incantation 
ad throwing a vial of potion into the илз. ln a painfully comical 
sequence that again hears comparison to Campbell's The Count of 
Eleven, the fire brigade and police aive bor Sal can complete 
the incantation, As his future plans go up in smoke. burly cops 
throw him to the ground and aret him for ао, the spell still 
unbroken. The second spell involves Adrianna using a clay head 
stolen from MeDermons basement as the ocu of s banishing 
ritual. That this tense scene climaxes with merely а shotgun blast 
and a deeply unsatisfying “shadow of the deman’ is a рну, given 
‘Kim Hanter's taut and commited performance. Even those who 
sneer at the monster in Jacques Tour's Night ofthe Demon 
might agree that here, at least, ita film in need of a crowd-pleasing 
Beelzebub. Without it, Dork Augus! appears simply to lack the 
necessary energy. And the oda, in which Sal blunders into a 
sacrifice that seems at last w assuage the old man's Josx, fel trie: 
эп appeal to tender emotions unsupported by the earlier drama- 
Weak ending aside, however, Dark Augus merits a higher genre 
profile, and approaches a topic sollen reduced to meretricis 
titillation with a sober eye and a will to explore ideas. 

кб had previously directed a blaxploitation western, The 
Legend of Niger Charley (1972). featuring the formidable Fred 
Williamson in an early starring role, but afer Dark Ain he 
disappeared of the radar until Legend of he Spirt Dog in 1997 (a 
tite that suggests а link to the ending o Dark Agua. 
Made in Vermont. 
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TUE DARK POWER 
Phil Smoot (1985) 

thie film had played its zombie Toe Indians straight, 
instead of camping them up with silly growls and slapstick, The 
Dirk Power would have been a much more pleasing twist on the 
old Indian curse subgenre: a twist because, atter thirty minutes 
of build-up on the subject, it tur into a sorority slaughter film! 
Despite lots of earnest talk about the history of the Tolices of 
Mexico and their possible links with the Red Indian tribes of 
North America, we're eventually steered into slasher territory 
when a cursed house on a sacred site is converted into domm. 
space for а quartet of co-eds, АП seems o be shaping up well 
wilh lots of unsympathetic teen characters: one girl, a nasty 
racist bitch, tums against her rends because they've invited a 


lick friend to move in: lots of horrible chauvinistie boys arrive 
to drink beer and listen to loud music; and a rotting hand 
emerges from the soil outside.. we're оп course for a blend of 
Sorority House Massacre and Children Should Play with Dead. 
Things (a combination 1 never realised I wanted, but which sure 
looks good on paper). Unfortunately, the spell is broken when 

he Tlte zombies tum out to be lumbered with atrocious 
Halloween masks and broad gestures more suited to а campy TV 
horror-host. Instead of showing us a bunch of college assholes 
being picturesquely slaughtered by the Undead, The Dark Power 
begins to resemble a movie made by the victims. Comedy horror 
requires а ferocious intelligence and a tight grip on the material: 
it's not something that can easily survive bad seripting and a low 
budget. Sadly, the simple pleasures promised at the siart of the 
film are thrown aside in favour of something beyond the sophis- 
tation of the filmmakers, 

W's worth pointing ош that his iv cially а star vehicle for 

Me Lash LaRue, a grizzled Southern gentleman who likes nothing 
mare than io show the world his dexterity with a whip. seems 


the lash of Mr LaRue is, among other things, а major bits 
magnet ~The Dark Powers spunky reporter heroine starts off a 


Пе gal, but within conde of meeting Lash she's drooling 
over his earthy whip-wieling charms. And is ol! whup” dawg 
Lash who saves the day, defeating he Тоћес warriors and 
rescuing the girls. (Perhaps the title refers to Mr. LaRue, not the 
monsters?) LaRue, a veteran of numerous Wild West oles in the 
Tories and fifties, was coaxed ош of retirement by North Carolin 
producer Бан Ovenshy for Worth Keeter's Chain балу (1984) 
Не stayed around to appear in The Dark Power (shot primarily at 
Belews Creek, North Carolina) and Smoor' Alien Outlaw, made 
the same year Smoot was also production manager on LaRue's 
las film, Escape (dir: Richard Styles, 1990) 

Made in North Carolina. 


THE DARK RIDE 
Jeremy Hoenack (1977) 

aka Killer Delight 
aka The Spor Killer 

Danny (John Karlen), a serial Killer with а hatred of women 
and a penchant for disguise, is abducting and murdering pretty 
girls who hitchhike around the San Fernando region. Sgt. Vince 
De Carlo (James Luisi) and Dr. Carol Thompson (Susan 
Sullivan) set a trap for bim, with Carol as ait: but intelligent 
paranoid psychopaths are notoriously difficult o foo 

This is a sombre fim lacking the visceral kick to compete 
with more exploiational treatments of the same theme. ОГ 
interest, hough, is he way The Dark Ride anticipates the modus 
operandi of serial Killer Ted Bundy, depicting an outwardly 
respectable man, with a penchant for disguise, picking off young 
female hitch hikers, (Many sources list The Dunk Ride as made 
in 1979: И was in fact shot in 1976. Bundy began his kl 
spree in 1974 but he wasn't caught until February of 1977.) O! 
less interest is the time spent in tbe company of the police: De 
Carlo suffers the usual problems, fractious boss and а worried 
wife, and the script leans heavily on the movi cliché that cops 
have to break the law in order to save us from psychopaths Th 
murders are largely of the off-screen variety, although the м 
pick-up sequences and crime scene aftermath have а certain 
fries that at least prevents the film from adding tenes t 
fts list of drawbacks. Unlike more sensationalised treatments 
the topi, Iry Berwick s НИСА Hike о Hell for instance, The 
Dark Ride goes for shock value just once, in a scene where a 
vitm is stripped and molested while her companion is forced 
жи: otherwise it's a fairly routine stroll through the nasty 
newspaper headlines of the mid-seventies. Hoenack makes good 
use of the scene but forbidding hills of the Son Fernando Valie 
Byron Olson's sparse score enhances the subdued atmosphere. 
and a few gruesome black-and-white photographs of mutilated 
female corpses are Mashed before the camera to compensate fo 
the lack of gore elsewhere, but really the film is eficient wit 
being exciting It's clear the director has the necessary talents 1 
make э "normal" movie, but you find yourself wishing for a iie 

The Dark Ride would perhaps benefit from a DVD release 
‘one day, f only so we could see what vas happening during the 
fil frequent night scenes. А jump and an audio glitch in the 
British video release from VRO give the impresion of a missing 
seene: we se the killer menace a victim he's keeping trussed up 
in his garage, and when we sec her again later here's an 
unexplained flesh wound оп her thigh. I doubt though that 
another fleeting glimpse of blood and violence would do much 


to change he emphasis of what is basically а police procedural 
sheep in slasher wot’ clothing: 

TÁocnack was bor in Washington DC, and mised in 
Bethesda, Maryland before moving о L-A. Although his primar 
мез of specialisation was physics, he finished up at UCLA film 
School. Soon after leaving college he began working as an eit 
on films like Ferd Sebastian's The сшде? (1971) and 
Charles Pierce's Bootleggers (1974). He was also assistant editor 
on the groundbreaking Sweet Severhack b Baadarssss Song 
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(1971) and has since notched up over two hundred credits as a 
sound editor'sound designere-ecording mixer, including 

plane (1980), The Beastmaster (1982), Yellowhead (1983), 
Poolhal Junkies (2002) 


and Damon Wayans's Behind he Smile 


(3004) In 1981 Hoenack invented а new, featre-film quality 

lesioni editing system which revolutionised the sound design 
cd. He went оп to set up Sound Trax Studios, and is known in 
industry as an innovator for film sound. The newest 


invention to emerge from Hoenack s company is the ADR 
BRAIN which speeds up and hones 


he accuracy of dialogue 
loping (dubbing), by utilising digital ime-compression| 
expansion to bring perfect syne to each syllable 
Jeremy Hoenack on The Dark Ride: "Your review is quite 
iir (f the subject of this fim ever comes up in conversation, 
and not 1 can help it. 1 explain thot when I made 0.1 аспау 
н mv first and my last! The 
'riginal title war The Spon Killer, bur only for foreign 
theatrical and video. Ii was released theatrically in the US as 
Killer's Delight = nar my choice — then Jor US ond world vid 
The Dark Ride - my choice To our eredi, the film way made 
in 1976, and based on research, before Bundy was caught. Our 
depletion of his MO. and psyche иттей ош о be pret 
hand, the execution Гей а ot o be 
Things 1 
learned: don use actora that are friends. J dida know how 10 


yo. fims af the same time 


curate, On the ойм 
sired. 1 appreciate the kind comments you did make 


seh some pret terrible acting. The stary overly relied on 
inferences and оо mach cop Май-Май. The film would have 
benefited greatly from some visceral day-fr-night scenes of our 


iain chasing his prev through the w 


ods and playing with 


m before the dirty deed. 1 wax and am much to timid 10 


pain and gore The finger h 
Tto RM up a bit, b 
terior of the police station, the psychiatrist’ office and he 
nightclub were actualy inside my house. The shrink s те The 
woods and tow shots are all San Fernando Valley as well as the 
prying the body and beginning to launch й. The real 


aking war actually added afier the 
obviously not nearly enough: The 


нер» 


Keli made а EC 
Linda should have козы 


iy 


Annie knew... 
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won fe righ he ai drat Tho a back fi 
home en-route to my pool АИ aerial shots are San Francisco at 
well as the wide shots of he vun parking and Johnny Karlen 
throwing а weighted blow-up dol off the elif. So the Ше scene 
‘shot in four different locations. 1 ued ту own mone and 


Маган, supplemented by some friends and family. The entire 
cash budget was under 100k 


basically the cost of fim stock 
equipment rental and SAG minimums, Then a lile more for lab, 
"Ше and mixing. The rest of the costs were deferments. My 


biggest mistake was turning down а great offer with a big cash 


drance from Crown International; who intended todo a wide 
They had a great resoni of stu 
2де this. Crown President Mark T 


тесе ton releases of fima 
as very taken with 
Suan Sullivan and felt she hod the star power to generate very 
favourable market conditions. Instead. | foolishly listened toa 
мешин little crook who assured me I would make much more 
maney from him 


"foreign alone, but 1 received almost nothing 
from the croak aver the next few years. Then. when 1 finally got 
а decom video release from a legit company: they larer 


discovered the crook had sold a lo 


of territories he never 
disclosed They were rightfully upset. causing he video deal to. 
he renegotiated much less favourably: By this time the стер had 


passed way. soon 


ent hack to my physies mots and 


veloped technology thar eventually led ту company 
Made in California, 


DATE WITH А KIDNAPPER 
Frederick Friedel (1975) 
See Interview with Frederick Friedel 


Made in North Carolina 


THE DEADLY SPAWN 
Douglas McKeown (1982) 


with Douglas McKeown, 
Made in New Jersey 


DEATH BED: THE BED 
George Bary (1977) 
See interview with George Barry 


HAT EAT 


UK vid on 


Made in Michigan. 
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peatu TRAP 
= Tobe Hooper (1976) 

Ча Eaten lve 

aka Starlight Slaughter 

la Horror Hotel 

alia Legend of the Bayou 

aka Murer on he Bay 

aka Horror Hotel Masacre 

‘Crazy od Judd (Neville Brand) runs the Starlight Hotel, itle 
‘more than a tumbled shack on the outskirts of Bayou county. 
‘The hotel is directly next to a swamp where Judd’ ‘pe alligator 
shims = he insists really a crocodile rom Afris. When Clara 
(Roberta Collins), a young prostitute, decides to leave the local 
Whorchouse and look fr other work she fetches up the. 
Starlight. Judd attacks her and feeds her to the alligator. No sooner 
has he cleared up the tess than а fail ~ Faye (Marilyn Bump. 
Roy (William Finley) and litle daughter Angie (Kyle Richards) 
Фор in, Joking for a room. Things get off to а ad мап when the 
family dog gets eaten by the alligator. Roy tries to shoot the 
tete but Judd atcks him, pushing him into the swamp where 
the reptile finishes him oT. add then trusses Faye to an upstairs 
bel and chases Angie underneath the hotel, locking her in the 
rove, Harvey (Mel Ferrer) and Libby Wood (Crain 
Sinclaire), Clara's father and sister, stop by, ooking for their 
missing relative, They show Judd a photograph of Clan, but he 
claims never о have seen ber. At Js suggestion, Harvey and 
Libby visit the whorebouse, with She Martin (Stuart Whitman) 
in tow, The Madame, Miss Hattie (Carlyn Jones), also denies 
sing the girl. Harvey returns to the hotel while Libby beads to 
"le local bar to share her woes withthe sheriff At the hotel. 
Harvey hears Angie tapped in the cravliuce and goes to 
investigate. Before he can free her, Judd slams a scythe through his 
mock and = you guessed it ~ feeds him to the alligator. Не hen. 
‘crawls under the hote afler Angie, who finds herself trapped 
between Judd and his pet, which has pained entrance to the 
‘crawispace. As the fil builds to a fenzied finale, yet more 
Visitors drop in Libby return o find Faye hound and gagged m 
the next vom, and everything dissolves in а whirlpool ol 
sveaming scraping squeaking and roaring 

Death Trap has aas vein the shadow of The Teras 
Chain Sew Massacre, bait nevertheless shares blood with that 
Ales masterpiece, Perhaps the film's biggest handicap is dt 

Зозе entirely on indoor sets, Chain Sov showed that Hooper 
was briliant at milking locations for maximum unease, and you'd 
‘expect Death Trup w take а similar approach. The film is set in 
Louisiana, swamp coutry: and if directors like Jack Weis (Crt 
‘of Dark Secrets) or Ferd & Beverly Sebastian (Gator Вай) could 
ва good foctage out of he Bayou, surely Hooper woul excel? 
Insead. Death Фару їйї оша sets challenge the plant 
scapes of early Sar Trek for fakery. People staggered out of 
screenings of The Texas Chain Sov Massacre looking almo as 
freaked as the unfortunate Sally, who escaped the saw with her 
pande if ct her marbles intact. So how did Hooper come to 
follow a m hailed ns almost oo realistie with something vo 
alienating and anti-nataralistic? 

Mrs part of the charm and enigma of cinema that even the most 
tawdry of films can achieve Necting magie through a felicity of 
cation. Incidental details of sunlit stonework, looming skies, or 
the uncomprehending faces of onlookers can breathe magie mio 
the image even if the story itself is clichéd. Sometimes directors 
сап harness this quality and rake it work as part of an overall 
‘vision - Geerge Romero with Martin, for instance = but it ean also 
happen by accident There's a beauty in the indifference ofthe 
world, its impassive, enigmatic neutrality, that the cinema can 
‘encapsulate effortlessly. On Death Trup, Hooper loses thi 
resource, but gains the polar opposite: every shot is unreal, a 
trampe оеш! construction. As composer Wayne Bell esplai 
Hooper was living in Los Angeles at the time: it seems likely that 
‘he script was writen with the imention of filming on location, 
until lack of money forced a studio-hound compromise. 


The film begins with an image of the moon. On the 
Soundtrack, musie takes the dark sky as a cue and fills the air 
with frantic electronic information. This audio delirium recurs 
throughout the film; the soundtrack buzzes and clameurs with 
atonal sounds and clashing musical styles. Crazy Judd has a 
mind likea detuned radio, skipping back and forth between 
mellow and psychotic, and the film employs free electron 
soundefTecis and rampaging Country & Westem to echo the 
wreckage of his psyche. 

Hooper then fractures the story by superimposing narrative 
threads, using the hote! itself as a fixed co-ordinate. The Starlight 
Hotel has thre levels, and various strands of the narrative are 
enacted on each. At ground level there's the foyer, leading to 
vest rooms and Judds quarters; Oa the first Moor (or second 
floor in American usage) are а few more rudimentary 
guestrooms, and a dirty, shadowy bathroom. Beneath the house 
eres а cruce full of cobwebby junk. As the fim piles 
horror upan horror in the last twenty minutes, а the levels are 
occupied simultaneously, creating a layered, chaotic. 
overcrowded sensation. There are times when Death Trap turns 
to insane cacophony: screams and twanging Берда» from 
upstairs, as Faye struggles to free herself: Л cracked basso 
profond maundering and incessant C&W radio on the ground. 
floor and ereaks and rat-sgucaks ftom the erawlspace as the 
alligator hunts tle Angie, whose pipistrelle screams do battle 
with Wayne Bell's chittering electronics. There аге passages in 
the film thut border on hysteria, and they demonstrite the 
director's continued ability, not lost after Chain Saw аз detractors 
‘lim, to summon an authentic reek of derangement and mental 
‘collapse. The im positively grans with pressure, created by the 
‘cramped mise en scine and relentless soundscaping. And it's a 
wrapped up in a flagrantly phoney-lookinghasklot movie-set 
masquerading as the prest outdoors: could this movie actually 
aet any weirder? 

‘Death Trap may summon the craziness of its forbear, but is 
play with melodrama and artifice is almost diametrically opposed 
Aie stig soe AVEA porca (ic back eld 
at the wiorehoise is like something rom Tom & Jerry) and he 
lighting is blatantly cartoonish, with dramatically unmotivated re 
and bles as bold and irrational as Siria. Year ltr, George 
Romero and Stephen King would tempi to recreate tbe design of 
1950 horror comics such as eri and Meinl Tales in tbeir 
homage to the era. Creepshow But Hooper was there before be 

This would be nothing bu window essing, however, if not 
for an alarmingly plausible performance by Neville Brand, who 
provides Death Trap's strongest link to The Texas Chain Soe 
Massacre. In his characterization you can se traces of all the 
Chain Sov family: the pseudo-civilized smarm of the Cook, the 
bloodlust of Leatherface, and the leering sadism of he. 
“Hitchhiker. Also, in a рево of "Chop-Top*in Chainsaw 2 
Judd is an cxolder (as we discover in a great scene where 
Brand free-associates a sarcastic parody of parade-ground dril) 
Without Brand, Desh Trap could huve seemed jut a gaudy. 
faintly experimental piece of а Па. Fortunately, Hooper 
knows when he's onto а good thing. letting Brand have his way 
with the role. In fact, some of the most effective passages or tbe 
film oscur when only Brand is onsereen, For instance, after 
Killing Roy, Judd wanders off into reverie, and the camera slowly 
explores his room — a scrappy, barely decorated affair dotted wok 
э few ragged bits of junk. Time slows down, the image drifts, eed 
the electronic soundtrack provides a sere of alien birdsong. oer 
Which Jud singe 

Dono round. tumble down, 

Str round in the rin. 

Ain got no ticket. aint gor mo бор. 

Sil waitin o the tro 

Hooper allows the forlorn, reflective tone of Js singing 
and the eerie electronic shrieks of the Wayne Bell score 10 Bed 
fortwo or three minutes, shunting the біт down а siding inio 
J's strange and solitary world He's trying on different pis af 


Nightmare USA 


secondhand spectacles av he sings, а white-trasb detail that’s sad. 
‘funny and real. Brand's cracked hobo drawl, in a filen rife with 


arange percussive and electronic sounds, recalls such American 
хав as Howlin’ Wolf and Captain Beefheart, while his more 
manic outbursts invoke tbe зрения howls and guttural laughter 
f Screamin” Jay Hawkins оп his classie single Ч Put a Spell on 
You banned om some recond stores and radio stations oa its 
lens for being “cannibalistic, 

There's an air of sexual dysfunction and absurdity in Deor 


ар, from the reluctam whore refusing anal sex, whose screams 
accompanied by ivanging bedsprings as her frustrated client 
force the issue, to Marilyn Burns and William Finky and 
sated portra Of marital discord. (Finley 


п particular i priceless: his “Fau geuged ту eye out" routine 
ives Brand а гип for hix money in the Nutjob Olympics) АП is 
lenlesaly bizarre, even Jud's soke dealer Buck (Robert 
л) and his cheery girlfriend Lynete (Janus Blythe — "Ruby 
о The Hil Have Eyes): the former a carton redneck trouble 
maker and the laters mindless coquette babbling aout how. 
"cute" Judd is. The pos 
absurdity infilate even the innocents: here are scenes where 
ile Angie resembles a tiny picture-book hobgoblin trying to 
utrum a fairytale Boogeyman, And of course, here's something 
hoth comical and perverse about Judd crooning, "Lie gir 
Н, соте on an se what Unele Judd done brought you 

s be hunts the child through the erawlspace. The malignant 


хуне ambience is alo amplified by he chiming celeste that 
plays intermittently throughout the film: and when Judd chases 
Angie through the cobwsb-srewn,ratinfested erase 
Hooper brilliantly visualise а classic childhood nightmare the 
Brothers Grimm themselves would have admired 

Death Trap was by all accounts a troubled productio: 
Hooper hus kept silent on exactly what went wrong. but it seers 
ely looking at the scenes with Stuart Whitman for instanc 


sure was put on him to add «ome more conventional 
ate away from the hotel. These workday inserts — the 
bis office the bar, and a retum visito the whorehouse~ are 
‘sally uninteresting and feel spliced in rom а different movie: 
as he wizened Miss Наше helps the whorshouse 
fem are simply 
sr found it difficult o 


rolyn Jor 
cene cam is place, but the majority 
mundane I's heen задас that Hoo 
ake the transition from independent “backyard filmmaking. 
where he could take as long as he liked to get something right, to 
he sudio regime where everything has to run fo schedule. Is. 
ч Trap perhaps marks the start of his problems, ht it 
nevertheless feels like the work of the man who made The Fear 


Massacre, and al the guy Who made Palergeit I 
leagues, but 


os deemed a failure by Hooper and some of his 


ıo meit makes good on at least 70% 
їз ve that compared to its perfect sibling suffers from a ар 
3 a моор anda crooked gait, but malts malformed glory t 
ill commands respect for tls unrelenting weirdness, йз vicious 

seria, and Neville Brand's wonderful performance. 
Not: The story was inspired hy the case of Joe Ball, a killer 
who ive in Texas in the 1930s. Ball is reported to have fed 
irons of his bar to the alligators he kept in a home-made pool 
а back. He killed himself when the police алой asking 


"be promise of Chain Sav 


ser Wayne Bell on recording the soundtrack for Death 


id had some musical taining, ond received more in the 
seurs бекен Texas Chain Saw and Death Trap / ман familiar 
ith Stockhausen, Cage, Harry Partch, and Captain Beefheart, 
though ГА give more redit 10 Hendrix, early Pink Floyd, amd am 
in acd rock and called Shiva Head Bond, but reall i 
pal here. He was и 
ond collaborator of Tobe and | met them both atthe same 
ime а few dass айе | graduated from high school. Neher he пог 
ere musicians, hut they would have these 


body ele work Ron Perryman deserve с 
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an inviting me in, and we had а grand time. Tobe 
urat cues fom one sessions 
1 wes living im Austin at he time, where 1 was working for a 
лане Country KOKE-FM. 


and making radio commercials for the 


Fegihelis has some 


ome a-kind radi sation, P 
hich 1 helped originate 

now-famous Armadillo 
msi spons. My filmi maie 


НА Headquarters and other Austin 


conver war on Мапа, but таз 


Dex Trap ез eto gear wih a веду 
улеа staying 


n 
Tec mashed morons soon t reget her 


оосо botom clockwise fom top et 


The sorde Wan Fry as overhoop 
beng eser ty a aligator as ho was vie 
zg ed та we, п Death Tap. 


solvi in other musical projec. Tobe gave me а call the 
spring of 1976 as a heads-up that he would soon want тело 
come ont to Lox Angeles, where he wat now ling and working 
to help him knock ош a score for the film he was currently 
‘editing (Unlike Chain Saw, T had то part in the shooting phase 
af Ms lm). war a High paying deal, but he would pat те 
p, cover expenses, and promised to introduce me To various 
moviemaking folts; I beleve hls idea war that might find more 
work and want to say 

In LA. Lived n Marilyn Burns apartment and set ир our 
makeshif mac and recording studi i ап empty room of Tobe 
apartment nearby. | elieve ме recorded he Deal Trap score it 
He summer of 1976 1 can? remember our Instrumentation, Ри, 
think l was similar to what we и on Chain бам, хий а ew 
notable differences. The bird sounds are actual Байт 
devices of mine, sed by hunters and naturalists. One instrument 


ore dida have that 1 missed wans ту upright ass, which we did all 
sorts af torturous things o in the Chain Saw sessions. The shing 
was oy оо big for my le сап amd knowing he way we would 
abus оле if we hd И, бете was no possibly of renting one. 1 
id bring along ту cymbals and percussion instruments and 
mallets, along with а mimber of children toys amd toy instrument 
thar we'd used before. T also brought a tape Г recorded in ту 
amudio of processed cymbals that we wat 1 believe 1 also brought 
my Hafner весте has (the McCartney bass) and lap steel guitar 
low Tobe had some more toys and probably a dulcimer: One 
new ling he hd, which would bite ss later was ome of the 

carles commercially avaliable small synthesizers. 1 was he latest 


wonder оу. and of course ve couldn rest playing with t andi 
probably mes overused 1 remember enjoying ít soand at we 
trol ple then find thot sume sound lacking when 1 put lap. 
agains picture in the eg room. One particular piece I recall 
played great in the recording room but sounded simply like mise 
out of a Moviola speaker 1 don recall how much of the cymbal 
sounds ended np in the final mix. ИУ sound 1 would renu 

later when Kim Henkel did his tur at а Chain Saw sequel (The 
Return ofthe Texas Chainsaw Massacre). 

Our method for both Death Trap amd Chain Saw аз nor to 
score to picture. but to create ibrar of music ond sound, then 
cut 1o fit in the editing room; n a way, our version of what wat 
called track jb n Hollywood at he time. track job wax a 
misi editing practice (usually on B-movie schlock suff and 
Industral) wherein the editor would simply cull from an existing 
music library that the producer already had rights 10, or thar 
oul he Bought cheaply: The idea was to very quickly slag 
something in the musie track shar or least came close to working 
and crank rout by Friday Our method was 1 ceat a library of 


extended jam sessions done оп а Кае idea related to the movie 
бе Tension’, ‘Chil ‘Sethe’ "Madness ete), then 
la He editi tailor them (and in some cases overlap them) 1o it 
the dramaties of the scone. I you've erated enough swell 
changes, sate sections, ee И quite possible o сш and splice 
and mate sound Ше i was scored to picture. ink hist stil 


Chare 


a viable method for а film tht doesn require оп orchestral or 
song-hasad score, and i would encontage filmmakers on a 
budet to ty it One of the positives of is method i allows 
plenty of room for serendipin: eying thingy you worn have 
thought of if trying to compose synchronously to picture. Being 
‘overly synchronous way опе of the problem 1 had with Saw 25 
Score, although 1 can faul the иу оо much case I made the 
some mistake оп Chainsaw à 

A regret I have about the mac on the original Chain Saw ie 
e had to rsh trough the music ейи. Tobe ct ti very fast 
бесе we were under serous deadline presure. By rights 
given our method, the editing phase is an important part of he 
Creative proces and deserves plenty of time. Вы with our 
situation, Tobe adopted a style of putting їп something that 
‘worked. and (етт i contine Wit fll арап, then cutting the 
music there, lening only the mui play from that point, spooling 
right inta bin (probabi the trashy uni И rounded right again. 


442 


splicing И right there: and thon continuing o in syne with 
Picture ntl t fell apart again. Obviously 1 сап? argue 100 much 
sth succes, but Гле 
there were better versions af the same ideas that Tobe jst did? 
have me o find and сш in. Jf we were to ever do 
original soundtrack album 14 love to cut together a ue of 
some of Hat great stuff and let the listener we Hs Imagination 
All in ће scene 

For Des rap the maie edit el o me, although 1 had 

ime Hollywood musie dior, Lee Osborne. Н, 

oras prety erst. and had quite а low opinion af he film and іа 
music 1 was bringing їл, although he respected my seme of 
dramaties. Le. where to begin a сне, where to cut, where 1o vv 
and where to lay back, some of which 1 did їн am unorthodox 
manner. 1 bnew that what we were doing was from another pl 
relative fo what he wax ned to, bat I also Ane 
war not something to sneeze at. By the time we were finished 
id both learned ot from each other. He kind of took me » 


Whar great stuf we had created and th 


work with an ol 


"Ms experience 


his wing and showed те around the lof (не wore cunning at 
Gothen Studios оп Santa Monica В) and introduced me 1 
studio life. Lunchtime was especially nteexing. We d go 
aunt af the Hollywood ald gy. the kind of place where he 
хайата you f you wanted a martini before anch. Dur hoe 
yow wanted your martin. | met lor of interesting characters 
Once again, the musie edit wan’ allowed he time И но 
so не were under quite а deadline crunch. We would be 
rel fo while they were mixing reel one o the dubbing stage 
consequently 1 had to make some compromises n places vhs 
‘would have preferred o take my time 
couldn be at the mix wil about reel seven. Although 


diis 


Another consequence» 


recone some good cue, [ound И wasn as good as what we 
done for Chain Sav, ond we han created nearly аз much 
ii, given our time pressures. Furthermore the picture 1 
Cung to ust wasn’ as Interesting аз Chain Saw, so when 1° 
finished editing I come ovi feeling only so-so about the work 
Good effort: passable. Ми 1 wanted Boer 

There а signature part of the Death Trap score I cannot 


tae credit (or Мате) or. At some point in he middle of them 


‘while T weas sill editing. 1t was decided, not surprising, that 
there was something lacking in the score. We were mixing 
Glen Glenn Sound, a very conventional place, and 'm sure v 
ме were туйу toda was a bit of an asst to thelr ear 
dubbing theatre were o few musical instruments, most notably e 
celeste Оне af the guss there was playing a lullaby өп the 
celeste amd he idea struck to include thar in the score, which 
hey а in a fow places 

That й abot all | can remember. 1 took the money 1 made 
{ram Death Тар, rented а oom at the Montecito. anu met peop 
and explored the Hollywood movie scene: found {could 
definitely make а living tere, but the place gave me the 
was especially homesick for Texas music and Texas women. Ты 
girts ret in LA. were all flaky: you d meet опе day and th 

va and the next day they'd put on a differen foce. 

diferent character. | never knew who wax 
though t was the sume girl. son longed to be where you са 


be one 


ing fo shone up 


look а gal in the eyes, see who realy there, carry on a real 
Conversation; and she next tine you see her, shel the som 
person, and very comfortable in her own skin. I wanted real 
‘women, not the LA. version, I decided to go with my hear. 
return л Тала, and figure ош а way ro do music and vound for 
fim and make a living there, and thar what I've done. 

[dont share sour affinity for the film I knew Tobe could 
much beter, and think he feli heme ar hir comments oho 
the Літ were more about disappointment than satisfaction: he 
saved his unkindest comments for he producers, about 
heard nothin, the 
Tobe personal tle for the film and the name by which w 
spake of i, was ‘Crock’ as in "a crock of shi’. if pow pardon 
my expletive 


itive: | never mode ir a point to m 


Made in Californi 


Nightmare US/ 


DEMENTED 
Arthur Jeffreys [nd Alex Rebar 
Linda Rogers (Salle Elyse aka Slice Young) recuperates at 


unconfirmed) (1980) 


xr country home after a nervous breakdown brought on by a 
зау ире: Her husband Man (Bruce Gilchrist [Harry Reems) is 
cing a mistress (Kathryn Clayton) who demands his attention 
st when Linda is at her most fragile. Left alone, she suffers 

ns of four masked youths invading her house and threatening 
ther sexual assaults. They can't be the same 


ckers, because 


al four were caught and imprisoned. So are these new attacks real, 
vare they all in her mind 
DenentedVicks oT like опе of those “History of Rape” loops 
ım Alpha lue Archives: a waman feeding horses in a stable i 
set upon by four stocking-masked rapists, who subject her to а 
fuck im the straw, The presence of Harry Reems, all fi 


4 smiles as the husband (and fresh from such treasures as Sex 
sh and Forced Entry) further signifies pomo-extremity, although 
the remainder of Demented stays firmly within the constraints of 
raed horror: (Reems appeared in some of the pono industry's 
(saris and scariest movies, but he's also a decent movie actor 
hos line readings are easily up to scratch for the horror genre.) 
Demented, sad о say, sags badly in the middle, turning into а 

lacklustre marital drama with а rape-and-madess chaser. What's 

ine, | found myself disliking the putupon heroine: Linda's 
brill, squeaky hysterics make i dificult to sympathise with bor. 
Mat disappears for the second half of the film, leaving Linda 


xe four grossly unpleasant (but under-characterised) teenagers 10 
d ош tention, At least slaty 


digger Carol raises a few 


miles during cutaway scenes in her boudoir: she can hardly wait 
Y Matt о have his orgasm before asking, “How much money di. 
People who think that Sp 
sebî to look at Demented, and ask 
Grave's unflinching realism isn't by far preferable to such а coy 


ov Your Grave is misogynistic 


тегез if Spt om Your 


vction. Demented is basically a sillier, less skilled and. 


confrontational version of Meir Zach s classe; there's even a 
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or his fife and 


trying to justify his ations. In this case, he recipients of the 
heroine's vengeance aren't the original rapists, but since they've 
domed masks as 


самотай around Linda's house terrorizing her, 
ing that she was raped before, frankly they deserve all they 
get. But with sympathy at least theoretically stacked up for the 
‘character, it all goes 


pieces in the final reel. Salle Young's 
overated lo 


work. Spit an Your Grave does it so much beter by making the 


heroine mostly mute in the later stages, whereas here, by the time 


Young has foundered through her еду shtick for ten 
minutes, you begin to wonder if the intruders haven't suffered 


enough. 
Scriptwriter Alex Rebar also wrote David (The Last Howse 

the Lefi) Hess's ill-advised foray into directing, To АШ a 

Goodnight Linke is known about Arthur Jeffreys, which makes 


you wonder if maybe he was a pomo director uying to work 
overground. Dement 


is his oly known credit, s0 perhaps he 
Inter returned to а pseudonymous tife in the adult industry 
Made in: unknown 


THE DEMONS OF LUDLOW 
Bill Rebane (1983) 

Debra Hall Stephanie Cushn) s back in her home village of 
Ludlow (population 47) to research its history, when the Mayor 
C. Dave Divis) unveils a gin for the 2000 birthday ofthe 
selement: a pano that used to belong to the village's founding 
faber, Ephram Ludlow, As soon as the piano is installed at the 
Community Най, strange things star o happen: two teenagers 
(Michael Accardo and Mary Walden) are attacked by в demonic 
force while makin 
Emily ( 


out in a Бат the church pian’ daughter 
tricis, Statz) turns up strangled: and her mother is hung 
by the neck by her daughter's ghost. The village priest (Pol М 

Hausen) wars the remaining people of Ludlow that evil forces are 


se to wreak hav 


upon them in Ephram Lado’ name 


Made in the same remote North Wisconsin location as Ulli 


Lommel's The Devonsvile Terror, and with a few ofthe same 
actors, Rebae’s variation on мое supernatural revenge fails 
то emulate its style. Lommel used autumn eaves and witchery to 
lend his film an almost pagan feel, but Rebane, а native of the aren, 
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is unable lo pall theme and location together It begins well, with 
wonderful snowhound exteriors that serve to emphasise Low's 
isolation: i's just a shame they weren't used more consisten 
Maybe Rebane's crew were unwilling Wo shoot outdoors in the 
freezing Wisconsin winter? Instead, we're served a succession o 
all scenes acing in dynamism, биле in the sort of interiors even 
motel designers would reject as "eru and unusual punishment? 
The priest's wife is stranded alone in her bedroom for half ofthe 
im, ike ап aspiring майа being humoured by the director but 
hidden away from he rext of he cast. Rebane squander his sory 
ith much wandering back and forth, and the many minor. 
incursions of the supematural - levitating chr, doorknobs 
turning. flaming tree-stumps - are о boring it's a wonder anyone 
тсе. The haunted piano is ап ides with potential, but iP ruined 
When someone plays the damn thing. because it sounds like a 

is listening 


synthesized harpsichord. A group of elderly Christ 
an old woman play what sounds like а bad Riek Wakeman 
composition is as close to genuinely weird as the film ever gts 


‘especially since the plano — whine with pold rimm — ok ike it 
belongs in a Louisiana whorchouse. For the truly persistent, thre 
area few spooky splinters of gene amusement to be had: mentally 


handicapped Emily's vision of a rich I8 Century family who tear 


her gorily limb from imb ix certainty creepy. as is the scene where 
Ephram Lodlow s ghostly daughter pehs Emily's mother with 
stones before deau Emily slips a nome mund her mother's neck мо 
aac a demon can drag her of to hell rough the ceiling. IF only the 
rest was an action-packed as his! 

Studio work was recorded at Rebane's ‘Shooting Ranch’ 
facility in Gleason, Wisconsin. Jodging by the snowy exteriors, 
‘Rebane must have mounted this near-copyeat project soon after 
Devonsville Terror was completed. Among the local actors who 
appear in bol movies are: William Dexter, who played Aaron 
Pendleton in The Devonsville Terror: Paul Von Hausen. who 
played the Exscutione (aka Paul Benzen): Mary Walden: and 
Deanna Haas. Rebane himself was associate producer on The 
Devonvile Terror 


Made in Wisconsin. 
see або: The Alpha Incident, The Giant Spider Invasion and 
Rana: Creature from Shadow Lake 


DEVIL TIMES FIVE 
Sean MacGregor (1973) 

sha People Tiya 
aka The Horrible House on the Hi 
aha ите 

Rick (Taylor Lacher) and his trend Julie Joan McCall) 
Join Rick's colleague, Dr. Harvey Beckman (Sorrell Booke) and 
hin alcoholic wife, Ruth (Shelley Morrison) ta winter hideaway 
‘owned by Julie's father, Papa Doc (Gene Evans) and his wife, 
Lovely (Carolyn Stellar). Mesmwbile, five children = David (Leif 
Garret), Moe (Dawn Lyn). Sister Hannah (Gall Smale), Brian 
irre Turer) and Susan (Tia Thompson) - survive a road 
accident onthe slippery roads near Papa Doc's place, and head for 
the bose. И seems they were being transporte from a metal 
instimnion, and the injured driver of the crashed vehicle is 
extremely anxious to stop them 

This initially staid horror thriller takes quite a nasty шт, 
paying off as a mihilitic fable depicting children as amoral 
psychopaths and adults as their blundering, too-trusting dupes. The 
beginning depicts a gathering of the clan, loded over by a bad- 
tempered patriarch somewhere way down the line trom “Big 
Daddy” in Caton a Hot Tin Roo. The visiting adults tolerate 
bullying blowhard “Papa Doc" only because they're hinting for a 
Mice of his wealth, und the Пип initially looks as if H's going te 


focus an the usual tiresome power struggles within a conventional 
moneyed family. N's like a pilot for a Dallas pinot, and the 
sens are far from promising. 
W's hard to ау i£ tho initial blamdness or the film js a result of 
unimaginative direction or a sly teasing of the viewer' expecta 


р 


| 


the early scenes is more өбө, 


tions. Seen twice; the menace: 


as we witness a pang of children emerge from a minibus crash т 
the snowy wilds, somehow undisturbed by their brush with des 
Ов fint viewing. as tbe kids trek through the snow in search of 
habitation, i's easy to miss the subtle unease. 1 first took the fü 
to be a characterlevs alli, he acting and mie en vc tene 
а and lacking in colour. It takes time for the more unusual 
features of the movie to kick in. If this was a deliberate strateg by 
“MacGregor И was high-risk: it would be all too easy to assume the 
film was going nowhere. It's only when the murderous chiles 
stor t0 “play” with their “people toys" (ef the film's original tiie 
that the film's nasty streak emerges. 

The only fun to be had in the first act involves a Чын 


woman alempting to seduce a Lennyesque simpleton, followed 
swiftly by a cat-fight between female rivals, complete with ha 
pulling and frd rumpet-meows on the soundtrack. This Russ 


Meyercsque scene tilts the movie from “ll to ‘cheesy but 


"ai the plot takes apother tum and we enter an casey 
fire realm, in the form of an extended sequence shot in 
extreme slow motion, depicting the children bladi the 
diver to death as е re to prevent them making contact with the 
household. The soundtrack slows right down to a montage 
hesto growls and blurred human ries, an atonal string 
arrangement combines with the stdin theme tune, and the mage 
is reduced to a succession of stil shots, This меден реп 
someting like three minutes: the director is at last thinking wei 
outside the bost 

"Don vou think tere something siramge about the 
kid?" asks Julie. Well for a start there are some very disco 
centing vibes emanating Itom 11-year-old chil star Leif Game ie 
the role of David. He Пе on Harvey, a her-pecked hubby 
unable to tempt his contemptuous wife inno sex. David's intense 
‘oncentration steers just shy of a seduction, a very wein an 
Dear- the-knuckle twist in а fim lik this. "Gre a lowly 
olov," e says, stroking а woman's jersey on the bed in 
Harvey's room, “Don уон think it goes wb my eyes?" T 
tum even kinkiet, as the oy stares imio a bedroom mirror, puts ue 


ıa wig, earrings and lipstick belonging о Harvey's wife, and 
murmurs: Fon e ай mine. Harvey Beckman!” In questionable 
taste, perhaps, but think this scene shows what the film 

whole ultimately lacks. If each of the children had chosen an ade 


оп whom ro concentrate, И would have given the film а backs 
a more resonant way to explore tensions between children and 
grownup. Each of the five killer kids could have embodied 
diferent slant on intergeneration dynamics, with Garren: tasg 
revenge for the sexually abusive side of adult child relations: aie 
э, what is the Garrett bedroom scene alluding to if nor the ides. 
that children seduce adults into sex crime (a frequent sel 

‘ation among sex offenders}? There are a few opaque utterances 
from prematurely nunnish “Sister” Hannah ta suggest prior 
ridges, and the military discipline of Brian, the blask chil 


Nightmare USA 


NOT SINCE 
“VILLAGE OF THE DAMNED” 


HAS DEATH BECOME SO SAVAGE... 
OR SURVIVAL SO HOPELESS! 


ovina GENE EVANS e SORREL BOOKE 
‘SHELLY MORRISON 


dovetails neatly with his murder of the (white) family patriarch 
Те got me one big papa bear,” he announces, palin the old 
bully with a sword rigged to the front of a child's swing) bot t's 
enough to prevent the ensemble becoming а bit of a blur 
Garrett's fixation on Harvey seems simply gratuitous, because the 
crit chickens out (if you'll excuse the term) and neglects to 
make the man a paedophile OF course, if you think about the use 


ld actors in such а black:hearted context the film is already 
king enough 
Tra just wondering when he beer commerciali going 10 
n," says cynical, drunken Ruth when the adult gather о 
e murderous kids. 1 know what she means = people are 
ей right and centre but the acting never quite shakes off the 


ica 


dying 
Sosincss ofa TV drama. At times the outhere theme of the movie, 


and the undeniable creepiness of the young actors, takes the film 
фу the throat, but i keeps slipping back to somethi 
Hor The kids and the 


with the 


atmosphere of a slightly grubbier Hart « 


Reviews 


JORDAN WANK 
7 BARRISTER PRODUCTION 
A SEYMOUR BORDE э coss DELUXE 


cept are excellent =a tighter script and more urgent acting. 
ла е adis would have made tis im а classe 
i The Hollywood Reporter, he screenplay was 
written hy actor John Durren from а bok by Sean MacGregor 
Shooting began in March 1973. MacGregor had previously 
4 Knee 10 
Washington DC The Frail of Broken Treaties. He also came up 
with he original sory idea Tor The Brotherhood af Saar (1970), 
Devil Times Five was his last im. Tierre Turner worked as an 
actor in films and TV before tuming to stunt work. notching up 
in for Cuba 
Gooding Jr. in films such ae Whar Dreamer May Come (1998) and 
Pear! Harbor (2001). Chief among the kids of course is Leif 


According 


directed a feature length documentary called oun 


over sixty credis inching regular stints as м 


Garret, a seventies cenybop idol whose muske career began in 

1977 ad continues, minus tbe intemational adulation, to this day 

He appear here alongside his sister Dawn Lyn, who plays Moe 
Made in California 
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DOCTOR GORE 
1G. “Pat Paterson (1972) 

aka The Bod Shop 

Plastic surgeon Doctor Don Brandon (Paterson) loses his 
beloved wife Anitra Jenny Driggers in a tragic accident With his 
faithful hunchbocked assistant Gregory (Ray Mehaffy), the grief 
‘razed doctor ores young women back to his lab using his 
Буроо powers, so that he сап create a new woman. But Brandon 
is a raving chauvinist, and love docs not go smoothly 

ever you wanted proof that the horror genre didn't immed 
uel change its spots after George Romero's Night of the Living 
Dead, you need only watch Pat Paterson's Doctor Gore to see the 
desth-throes of he old order, played out in а kitsch-mests-parody 
ormat. Paterson's requirements for making а Frankenstein про 
seem to have come down to a list of props: the focus on lab 
accoutrements at the expense of story nd character interaction 
reminds me of John Cless's mad doctor in Monty Pythons The 
Meaning of Life. presiding over a birth but disinterested in 
anything except “the machine thar goes Pin 

Doctor Gore i silly, shoddy and very very slow. Great leaps 
of plotting suggest numerous missing scenes - but believe me. 
you re тиеби they're not include: anything to speed things up. 
Ifyou amplified the technical shortcomings of Patterson's film, 
ratchete the weirdness past the point of no пашт, and rattled 
‘trough the incomprehensible storyline at top speed. you might 
just get some fun out ot. say this to stress what's really wrong 
here = Doctor Gore pods, nd its basic idea is so hackneyed 
here's nothing to look forward, The concept harks back toan. 
‘older idiom, while attempting to ‘update it with blood and nudity: 
1з what Flesh for Fronkendein would have boen without Paul 
Morrissey 's mordant intelligence (and Carlo Ponts money). 
Paterson, a stage-magician and spook-show dabbler who 
wandered ио film production, plays the lead role himself 
revealing a whole new set of limitations to add to his directorial 
‘nes. Swathing the soom-to-arise ‘monster’ with Босо is an odd 
touch inspire! perhaps by AI Adamson’ Brain of Blood), and 


you have to acknowledge the attempt to mimic Arthur Edesoa 
ted angles and shadowy photography from the James Whale 
original, but it simply doesn’t work. At least the bloodshed is 
copious, and clearly provoked by the Southem drive-in successes 
of Paterson's fend and associate Herschell Gordon Lewis 

ters skills as а stage magician ensure some fury 
convincing severed limb illusions: it's just a shame he doesn't 
know how to pur them in a context where we give a damn about 
what's poing on. I you're in good company, and drunk as skunk 
the gruesome bits might be enough to get you through, but as for 
the rest, forget it Considered unreleasable ш the time under its 
original tide The Bodh Shop, and thought lost for many yea. 
Doctor Gore is perhaps not the best epitaph fora man whom 
colleagues regarded эз charming and supportive (see interi 
with Frederick Friedel). A better way to remember him is as 
director, writer and producer of The Electric Chair (1975), а far 
more creditable Souther red drama about the murder of ta 
adulterous lovers (a priest and a trucker's wife!) and the 
Subsequent trial of the murder suspect. Н wastes too much time oo 
courtroom chit-chat but it's streets ahead of The Bod Shop, ond 
{ts worth seeing for an intense execution эсере, shor in a County 
Prison facility with a genuine “Old Sparky 


ade in North Carolina. 


DONT ANSWER THE PHONE: 
Robert Hammer (1979) 
ska The Hollywood Strangler 

Faterloving fitness fani Kirk Smith (Nicholas Worth 
issues. To relax, be strangles young Women, or phones а radio 
hat show hosted by psychologist Dr. Lindsay Gale (F 
posing asa Mexican with psychotic tendencies, Gradually, Kirk 
moves in on Dr, Gale herselt, killing one of her patients before 
ишти up for a personal consultation. 

This agressive, tasteless slasher movie would love to piss 
sou ой, especially if you harbour literal sensitivities regain th 
Exploitation of women. Watching it is like bumping into 3 
troublesome drunk in a bar you just know it's looking for a fight 
Even the music is parodicaliy, gloatingly sleazy; instead of 
underlining tension it syncs up perfectly with the killer's sneri 

nitude. Made in 1979, Don? оне the Phone! was shot a Tix 
Hollywood Strangler, and so concentrates on that particular 
‘murder method rather than axes, knives, boa-hooks Рон 
we're in he sub-genre of murder tales that reveal ће identity of 
the killer right fromm the start, alongside John Peyser's The 
Centerfold Girts (1974), Iv Berwick s Hach Hite ro Hell (1977) 
and, most notably, William Lists Maniac (1980) starring Joe 
Spinel, with which it has some telling similarities. Chief among 
these is he depiction of the killer as sweaty, parental abused 
paranoid sesehog, frequently sen alone in his apartment, ci 
boasting and preening. or collapsing ino tears of self-pity. Вой 
mon are, let's say, on the heavy side 00 = Spinell's maniac is a 
overweight slob and Worlh is a flabby but bullishly muscled 
keep-fit пш. They even share the same dy obi when they're а 
‘out raping and strangling, they're touting for business as 
dovimarket fashion photographers. 

"The first thing you noties about Dor Answer he Phone! it 
эше. Initially i's Just the dialogue betwee cops assigned 1 
ease, which apes the hard-boiled cynicism of dime-store crime 
novels, as in the following banter: “Did sow get a shor af tha 
reas? "Which one 
nearly bien aff кіз," ай feels quite self-aware, sv if 


Мез go two уон bo" “Th 


laughter has been anticipated. "The las Hine 7 need righ n 
comedian,” stats Lt. McCabe (James Westmoreland) and we 
might agree, given the severity ofthe film's subject matter But 
comedian we get, as the director slips us а queasy misture of безге. 
lack humour and outright nastiness. Where it differs from Maniac 
is he prevailing sense of a wind-up perpetrated by the filmmakers 
э superior sense of liberal-baiting wit, amplified y бе поето 
ес with which Nicholas Worth embraces the role of killer 


Nightmare USA 


Ye despite the intelligence; this is enel fim. The overall 
tide is sour, irate with what s portrayed as weakness or. 
oliy-lîberalisen. Principally, Ње writers (Hammer, with Michael 


D. Castle) seem to share the Killer's contempt for psychiatry. We 


first sce Dr. Gale with a female patient who sues fy 

sood advice D Cale offers seems to indicate that the seriptiter 
aluss her profession. But then the victim is trapped in her own 
me by the killer, who mockingly assumes the role of “daddy 


тро 
n by men, The tender 


the girl's fears. The scene int 
хасйу played for laughs, but t's not tage irony either: Works 


arch performance and the malici sf the scene play а 
" Xing that victims attract tbeir own sulfering 

ter, when Kirk attacks Dr, Gale in her office, he plays up the 
stable victim Пее role, repeatedly tricking her and proving 


бака to be sardoncalyhip to the clichés of psychoanalysis: the 
vin presumably being that killers are often smart enough to 


psychosis or contrition for the benefit of psychi- 


xciliate their carly release. Its funny, i 


nasty sort of way, but 
т on he educated standards of his 


je way the killer pours sc 

ral victim leaves ап unpleasant aftertaste. Elsewhere, in a 
lo be stamped out by 

al profiler is bluntly 


he novels of Thomas Harris, a psycholog 


thing of value. Even psychics get dragged in for a kicking: а 
clairvoyant approaches the truth when touching a picture of one 


"e obvious, windy telling the cops 


f ihe victims, but — ha-ha! — the cops ignore his advice and arrest 
him as a suspect. I wish I could believe the joke was meant to be 
ıa the authorities 

The two main cops in the film are either callous blockheads 

headed realists, depending on your point of view. Dr, Gale 
elis McCabe he's the reason теп like the killer exist, before 
relenting and going to bod with him, so 1 guess that's the end of 
‘credibility. What clinches the seduction? Well, as ifto 


hat no-onsease males with an air of authority can tackle mental. 


Reviews 


health issues better than your wishy-washy meres 
MeCabe talks a suicidal female down from a fourth storey ledge 
more efficiently than Dr. Gale, and 

the last twenty minutes of the film 


lice procedure ukes 


precedence over the killings = as if we're to accept this licking of 
police butt as а Най Mary for the unmitigated sleaze and sarcasm 
ofthe rest. The scumbag killer is raced through his involvement 
with the porno industry (so much less savoury than the slash 
horror business, right?) McCabe eventually shoots the killer, 

owing the bullet with a dismissive “Adlon, creep? 


fol bul the 
Dr Gale 
her profession is just as eeepy Al thi 


would matter far lets, were it not for the Tat that Nicholas Worth 


similarity between the Killer's contemptuous atitude 
and the file's sco f 


makes "The Strangler” a truly chilling сп 
as he sends up the characters arrogance and self-pity. He would 
have made a terrifying John Wayne Gacy (a scene where he 

persuades a young woman 1o let him handcuff her for what starts 


as a mildly kinky photographie session caries echoes of Gacy's 
murder technique), 

Despite its California origins, there's something of the New 
York horror scene to this rough and rancorous film. You find 
yourself wondering just where the director's head was at. Му 
impression is that It the brainchild of someone а Jot smarter than 
the material — but with one hell of a biner o 


А. Desi 
im has a sliver of ih oit there's 


‘overwhelming sarcasm, the 
been some thought applied to how one depicts the amoral, 
sneering satisfaction of a killer, Or perhaps it was simply 
Nicholas Worth wh 

andres 


yerbalanced ап otherwise superficial crime 
‘bution tale with bis excellent performance, Whatever the 


pats at the sleaze and violence it 
i itself with the forces of law and order. 
Despite all this there's something perversely enjoyable about 
Don Answer the Phone! 1 admire Worth's bravura performance, 
and he prevailing on: l'm just not a Tam of the 
anging's too good for “om” attitude that comes with it 

Made in California. 
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DON'T GO IN THE HOUSE 
Joseph Ellison (1979) 
See interview with Joseph El 


Made in New York City and New Jersey. 


DON'T GO IN THE WOODS 
James Bryan (1981) 
See interview wih James Brin 


Made in Utah. 


DRACULA VS. FRANKENSTEIN 
aka The Blond Seekers 
aka Blood Freaks 


Blood of Frankensteln 
ska San Bloid Freaks 
is Thee Devens 


ska Revenge of Dro 
Wacky send-up, or im 

Universal's monster marathons? Although shot in 1969, 

completed in 1970 

been made twenty years earlier With а retro feel that would 

shame Paul Naschy, ай bubbling test-tubes and sereami 


attempt o relive the glory days of 


this is fun nonsense for a very precise demographic of horror 
Fandom (you kno ) bu tedious gubbins for 
everyone cle. Unity for Adamson, it does at least deliver on 
its tl, although Dracula - played by “Zandt Vokov" айа 
Roger Engel, the director's stockbroker 


look like а sibling 


Hall & Oates and the Frankenstein Monster (Joba Bloom) has a 
face like a ct 


Парней вые pudding. "АЙ astons look rel. or 


wouldnt be Hasan, wold hey?" aks Dr. Frankenstein (J 


misit cameo as a heoch-bom making out with his girl 
before being interrupted by killer Lon Chaney Jr. 


‘washed op 
пу}, whose pooriy-editd scenes commit the ort 
aeris lon onda би ид Ат he bosch 
Tn an interview f 

Dracula vs Frankenstein) drew this thumbnail sketch of the 


director The last guy to get 


BijouFlix, Kent (also assistant director on 


AI Adamson vas a "white socker 
ate for the 


prom. His pants were too shot, nd his shirts were 


from Sears. He never smoked a joint in his Ше. Не never drank 


ore han beer now and hen, aid was as square as a checke 
board He really wanted to make movies "like they did in 0 
foris him 
filming the outrageous, the daring, and the ridiculous. Ste 


was his partner, Sam Sherman, who talk 


some into your head. 
After Adamson was murdered in 1995, Gary Kent was 
as a material witness at the trial of his killer, building с 
Fred Fulford. because of a telephone cll Kent made to Adas 
to days before the munder. “He was full of plans for э 
comeback, in а grat mood. He 
Ме was the contractor he had hired to w 
guy was living wit him, and AI had cau 


and running up his credit cards. He told me he was goin 


‘confront him, and the guy had better pay up, or AI wouk 


his asin jail!” That was our last conversation. Two day 
Made in California. 
koc Blood of Ghastly Horror, Brain af Blood 


DREAM NO EVIL 
John Hayes (1971) 


Made in California. 


ENCOUNTER WITH T 
Harry Thomason (19 


к UNKNOWN 


There are fow things ar range at reali: f 


ioa in that x 


or a presumably cash-strapped Rod Serin 
se of which generate mac 

shudder. In the first tale, three young men, Dave (Tom Нә 

Frank (Gary Brockett) and Randy (John Leslie) pre 


Meir slighily ‘uncomplicated acquaintance Johnny (John Cissne) 
жай a girlfriend, sending him off on a wild goose chase tow 
andom adres. Their jolly jape goes awry though, when the old 
indy who actually lives there (Mary Jane Wilson) accidentally 
ve got my husband's pistol out and I certainly 
wont to йит anybody. ОМ" Ate funeral (presided over 
y actor im Harrell, the conniving doctor fom SF; Brownriga’s 
Bos Open the Door), Johnny's mother puts а “cryptic” curse om 
the three, Seven days later, Dave is hit by a car, Another seven 
days до by, and Frank is fretting over the curses meaning while 
planc joumey. He falls into conversation with Father Duane. 
(Bob Ginnaven) in the next seat. "Do jou lieve n the 
sspernatnral? asks Frank 
aural boss: e ya good boss, one wh 
arvo," Father Duane replies, Frank spills his woes, and ane is 
messy reminded of the scene in Airplane! where an old lady 
its suicide during a fellow passenger's interminable life 
ху. “Strange things happen to ай of us,” offers the priest, 
bly. Departing the plane at its next stop, Father Duane looks 
ack to see а fired in the sky. Two down, one to go: 1 wonder 
Randy's skydiving hobby will play a part in Ais demise? 
A hoy and his 
dog chare dreams amd Dunerjlies back and forth across лит 


T one of many people with a 
Aran all the 


For the second story, it's sick-bucke time: 


Observe one man-child and one тол-ей бор, on their way o 

quel son-shanering rendezvous with darkness.” (To be 
fa this is just the sort of sentimental и that Would appeal 10 
the likes of Steven Spielberg, who, with he whole of the 


Twilight Zone 1o explore, served us a plate of “heart-warming 
loop about revivified olästers in Twilight Zone: The Movie). A 
5 (Kevin Bicberly) searching the woods for his missing de 
nds hole in the ground from which smoke and strange moans 
emerge. (А hippy commune? Charlie Manson? Guess agam, fur 

Seekers.) Running back home, he informs his stolid, working 
өз father (Robert Holton) and kitehen-bound, picture-book 
mother (played by leading light of the S-F. Brownrigg rep 
company, Annabelle Weenick) А posse is summoned (including 
Charlie Dell, of Browarige’s Poor White Trash Part 2), but the 
men hesitate to explore the hole. Eventually the boy's father 
"decides ta climb down. At which point we should get some 
on. right? You must be joking. Dad emerges from the 

bole and goes running ОП into the trees, raving mad, End of story 

nt even а claw seen poking fom the eub. Anabelle 
Weenick is far oo good for this material, and here she has ite 
то do, at times responding to the dearth of interesting dialogue by 
miopting the manner of a silent movie actress, There's йе else 
to add, excep to mention the use of a Пагу music cue familiar 
ftom the tenement scene in Паня of the Dead 

The third segment begins with Serling in high metaphorical- 
metaphysical mode: 
through time and memory from what we know to shores beyond 
noring. It sways high above the canyons af our disbelief like 

spectral span эрип by devils for ws to read To walk his 
bride i ro accept all nde of possible, especially she most 
selling possibilty af all — the possibly of impossibili: " Good 
Lond, surely he was kidding? 

Аг least this last story is marginally better than the others, 
based, Serling tells us, on а common American folk tale known 
in Arkansas as “The Girl on the Bridge”, in North Carolina as 

The Lydia Story їп Minois as "Spectre of the Mists’, and in 
xas as “The White Rock Lady” (In deference to the director's 
roots, Serling favours the Arkansas moniker). Susan is played by 
Rosie Holotik, leading lady in S.P. Brownrigg's classic shocker 
Dor Look in the Basement. She's joined by Brownrigg’s 
greatest acting asset, Gene Ross (star of all four Brownrigg 
error films), who plays her strict, jealous father. Holotik's pixie 
sh charm matches the thirties period sting: she'd have made a 
үем Gatsbyesque Mapper. The чогу though is mild concoction, 
shout Susan's forbidden tryst with a lover her daddy dislikes. 

n 


There й а bridge in our mind that leads 


“ing the old man's anger, the couple fatally rash their car 
a river, Every anniversary, a ghostly Susan hitches a lit hack 
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home. But as each new Samaritan rings the doorbell to summon 
the sorrowful father, she disappears, leaving only а bouquet of 
Towers... enjoyed the clichéd but still dreamlike scenes o 
Susan and her young beau wandering through a misty woodland 
limbo, near a fairytale house surrounded by gnarled wee-irunks 
and mossy riverbanks, especialy as they're scored to a haunting 
MOR instrumental called “Sleepy Shore (а British chart hit for 
the Johnny Pearson Orchestra in 1971, thanks to its ue as the 
theme for the BBC's Owen MD.) 

We remain baffled hy the power of rational though, 
admit the scrip, "by he hidden sources of creativity" Such 


honesty is eficshng, but it's counteracted by the film's refusal 
то bow out graceful Once the third try has limped to a close, 
Thomason needlessly drags things out by repeating lots of earlier 
footage, While the final voice-over (not Serling's) recaps and 
theorizes incoherently = "The deor departed who do по quite 
depart. Wily com hey lt go" — as reading ош impatient 
minds. “fs becas we can let po of them? ls our love the 


anchor that holds some part of them near?” Frankly, no. 
Harry Thomason was an Arkansas high school fon 
who got tbe movie bug. His other movies include Пабот of Evi 
aka So Sad About Gloria (1973), The Duy И Came 1o Earth 
(1979) and Revenge of Bigfoot aka Rufus J: Pickle amd the 
Indian (shot in 1978, released in 1979) He and his wife Linda 
liter developed and produced the sucessful American sitcoms 
Designing Women (1986-93) and Evening Shade (1990), he. 
ter drawn from Thomson's own experiences as а footballer, 
and starring Burt Reynolds. Cinematographer umed director 
James Roberson (Superstition) worked with Thomason several 
times Lighting man Robert Dracup was yet another regular from 
the Brownrigg stale: if ever there wax doubt ах o Brownriga’s 


prowess, it's extinguished by the failure of Thomason to ignite 
"he cas and crew talent here. 
Made in Атан 
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‘THE EVIL 
Gus Trikonis (1978) 

aka Cry Demon 
aka House of Evil 

The Vargas mansion, built by Old Vargas himself over an 
ancient sulphur pit in what the Indians called the Valley of the 
Devils, has stood empty since the early 1900s, “Geothermal 
activity ended about the time the house was finished - dried ош, 
lie he put a seal on it. Cue the presem day, and husband-and- 
wife science team CJ. and Caroline Aro (Richard Степа and 
Joanna Pete) are moving in, sprucing up the place as a rehabili- 
ation home for recovering drag addicts. Wil these new arrivals 
debunk the house's spoakshow rep? And what could possibly seare 
a bunch of tough inner-city drug-fiends? 

‘Haven? you noticed that since the house closed i on ws, the 
whole place smells of sulphur?" The Evil is a Stephen King 
wannabe, boiled from the stewed bones of the Maine-man's 
horror blockbusters. "Ла suppose that over the years thit hose 
conid soak up оте of the natural power ard t,” muses one 
‘character, whose job it is to coe a blatant steal from The Shining. 
Of course King himself was hardly а bolt om the blue (as he 
would happily agres, being wise to the genre's history). In Th 
Evil, just as in Salem Y Lot or The Shining, the genre's many 
liché are in evidence: spirits that only a sensitive female can 
see; cobwebs and dusty diaries: scared dogs picking up on an 
‘underlying evil thunder and lightning: Indian legends. Вы 
unlike King’s novels, The Ev fails to reupholster these mould 
evliskerd furnishings- The problem is not so much the lack of 
originality it the editing. which goofs the rhythm and fumbles 
tension. For example: after a young man is electrocuted by a 
ling cable, the shutters, doors and windows close of their own 
accord, sealing the exits. We then cut to а character saying. “Let 
gef the hell out of here. Excusing the Scooby-Doo dialogue it 
would surely have been more dramatic ploy to insert the line 
fore the shutters close? That way the house closes the avenue of 


scape in defiance of the victims’ word. As it is, the character 
just seems досе, A “simplistic” slasher film like Friday the 
I3) makes even its false alarms frightening, and its murders 
convulsively exciting. Thc Ен! fails this basie requirement. 

Tension в also squandered between those who believe in the 
superatur and those who disbelieve, by giving the group 
irrefutable proof of the spooks too easily. A scene between 
professor (Richard Crna) and student (Andrew Prine) at least 
эйт» for a йе drama, as spook-ftiendly Prine challenges his 
sceptical mentor о approach the haunting with the open- 
mindedness for which he's renowned. As if to punish the upstart 
student, soon after this confrontation Prine slices his own hand of 
atthe wrist with a circular saw. Talk about Freudian.. Worst of all 
"be script fails 1o capitalise оп what could have been its most 
Interesting angle - the tension between druggies and doctor 
Having the addicts adjust to the supernatural, unlike their square 
and uninsightfal counsellors, would at least have given the film 
some satirical bite. Unfortunately, these poor lambs are the least 
convincing smack-heads and spec-freaks you'll ever see. They 
эзеп fail the genre's elementary refer requirements: the Arnold 
sure must really be something. 

For the climax of the movie, Christian imagery is troned out 
to validate the irrational At eas it incorporates a genuinely weird 
scene with Victor Buono as The Devil forcing an atheist 10 believe 
in God, а scene that puts the film in the Jesus Army wing of the 
genre, slong with he Exorcist and, er, Самет (ГИ only 
зовоо to the later, personally). I's too itle too late, though, 
nd Tho Evil, though watchable, is damned to genre purgatory 
destined forever to be an also-ran, and surely по one's secret 
indulgence 

‘Scriptwriter Donald [Galen] Thompson als wrote 
Superstition fr James Roberson the story is similar, ut Roberson 
is a more stylish director than Trikonis and turas in the Бейт fi. 
Gus Trikonis started out as a dancer, playing ‘Action’ in the 
original production of Wiert Side Story. Не was married to Goldie 
Hawn but divorced in 1974. Trikonis’s second film was Swinging 
Ватт starring Dyanne Thome, a story about a religious nul 
Ailing waitresses al a sexy bar. The Vargas house is perhaps а 
loose reference to ach of Evil - Trikonis shot The Evit in New 
Mexico, and Vargas is the name of the Mexican character Charlton 
Heston plays in the Welles le (although Welles actually shot his 
Mexican border scenes in Venice, Los Angels) Production o 
The Evil was first mooted in The Hollwood Reporter in July 
1976, when И went under the name of Cry Demon, although it was 
ot release unit 1978. 


Made in New Mexico. 


FATAL GAMES. 
Michael Elliot (1983) 

aka The King Touch 
aka Olympic Nighmare 

Here's a ight but engaging rarity for lovers of early 1980s 
slasher movies, rs definitely an also-ran but fans wil relish that 
‘warm glow of familiarity as the clichés are put under rtr 
onders. Athletes at a sports college are being stalked and speared 
ву a cagoule-clad nut. Future Olympic hopefuls disappear rom. 
their courses, one by опе, but no one seems to suspect foul play. 
Perhaps onc of the facuhy is harbouring a grudge against the 
students? Or is one of the students just not a team player! 

‘Predictable? 1 guess so. Politically incorrect? Guilty as 
‘charged. Formularised? .. ой, sod it. I can't wear this сей 
any longer: if connoisseurs of black-and-white horror films can 
wax rhapsodic at some daffy old Lugosi im, I can surely indulge 
э sentimental moment for this tacky eighties slasher! Fara Games 
is never going toe hoisted on fry adoring shoulders and taken 
for a lap of honour, but personally 1 have а sneaking affection for 
its clumsy hop, skip and JUMP! And its bener than its nearest 
sibling. Graduation Dap. А warming though: the reason this fick 
has no chance of winning а medal is that the violence is neither 


Nightmare USA 


arie nor explicit enough The killer spears each victim with a 
a, meaning bere are no amusing variations to look forward 
iscus between the teeth anyone?) The peal fun comes with the 
хату senes, as the killer, hampered by that unwieldy choice of 
meson. chases victims around he faculty, no doubt wishing to. 
sre chosen something more practical on comers. And you have to 
when а star swimmer is javelined from beneath the water's 
mafia, a feat requiring extraordinary musele-power and an even 
yer perversity on the рап of the killer, who could easily have 
the decd from above. Theresa surprising amount of nudity 
oo, female 


cours, including а few full frontals: and some 

although it's hardly what you'd сай 
progressive.. Of the cast, the only one I recognised was Nicholas 
Love, the retarded brother in Ulli Lommels excellent fright fick. 
The Bogey Ман. The director, Michiel Eliot, seems to have 
disappeared after this movie, but never mind, this sort of thing is 

ч your auteurist playground: Ње slasher movie is more sport than 
эл. and Elliot gets good points from me for completing the course 

out sending me to sleep 
Made in California, 


A demon possesses a corpse; which riscs fom the grave and 
sucks the life-uence from an amorous couple making out in the 
graveyard. Thus reincarnated, the dead but о-о arrogant Mr. 
Longfellow" (Ооп Leifer) sets up in a quit suburb of Baltimore, 
ering violin tuition from his home. Meanwhile local resident 
Gary (Richard Nelson) suspects thatthe outsider might be 
connected to а string of murders that have recently plagued the 
neighbourhood. 

Despite a bumpy мап and some terribly overextended 
dialogue scenes, | find 1 like Don Dohler 's Find. И may even be 
his best film, which is ironie since it was designed as an 
emergency stop-gap when production was temporarily halied on 
Doller's sophomore monster fick, Вази. The big advantage. 
this time, in the absence of The Alien Factors fabulous monsters 
is the cena role given to Doo Leifer who play the eponymous 
Fiend withthe sort of airy grandiosity Vincent Price would have 
loved. Is fair to say that, acting-wise, Leifer is the saviour of 
Dohlerville: his roles as Zachary in The lien Factor, tbe 
villainous biker in NightBeast, and Me. Longfellow in Fies 
him head and shoulders above the rest of Don's repertor In fact 
he slightly ovebalances Fiend, by making Longfellow far more 

peling than Gary, the nosy neighbour hero: an irony that 
makes perfect sense in the rest ofthe genre, but which in Dohler's 
ssi eed universe is akin to Pazuzu winning Re 

"inda cold and damp down here isn li?” asks Gory, Who insists 


— 
ол a guided tour of Longfllow's cellar aftra рій i found dead 
behind his house. prefer ir shar way," ers Leifer, in the tonc 
‘of a nobleman forced to explain his aste in furnishings toa 
visiting bumpkin, In а classic Dohler exchange, Gary seems to find 
this lack of interest in home improvement 

ink?" = suspicious in itself, The tension is ramped up by the 
feeling that we're witnessing no so mich a war of nerves as à 


ould wake it lot more comfortable. don? you 


‘meeting of moustaches. The hero's looks like a truculent 
‘caterpillar, while Longfellow's facial fungus could signify villainy 


from half-mile away (i's all you сап do not to hiss the sereen 
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Leifer is not the only aset, though: Deer direction îs a 
ade more accomplished here than his debut. There's а greater sense 
scope in he location shooting (h's amazing what à trip to the 
supermarket can do), and a numberof smoothly execute tacking 
‘shots al sre to the production. However, the editing is quite 
hoppy o begin with, as if Dobler was straining for atmospheric 
images which he then had ily assembling - for instance, shots 
of wee branches against the sky foel awkwardly inserted Ifthe plot 
seems 1o hinge оп rather too many murders of women walking 
through woodland, then t least there's a pleasingly seasonal chil 10 
the scenery (Fiend was shot in the carly spring of 980) Pacing. 
though, is sila problem; waning for the plot 1o reach a conclusion 
пуле the viewer's ает in a hate beween curiosity and 
сусып. The music is generally successful in ies pulpish way, but 
why, when Gary complains about the villain s noisy violin tutorials, 
doesn't Dohler use a real violin оп the soundrick?! A bit of library 
‘music or a publie domain classical ср would surely have been ar 
more ейесйуе than the awful synthesizer which takes йз place! Least 
зада are the primitive and largely unecessary optical effect 
intended to show an ancient supernatural evil possessing the vii 
they serve оу to shroud some otherwise effective ing face 
appliances Nevertheless, Fiend is another біл t cement Dale's 
atus an the homes movie horror director f okay to like 

Don Leifert on Fiend: 

"Don, a person för who have mach respect, was a gil dior. 
Link he saved hs flims n the eig room. His personal favourite 
ча Fem Fiend was дуй on me: war uero a pons 
disce drinking hens (m acrid in a fow minutes 
огоо). amd he makeup was downrigkt pil. Later va элей 
Jo pull Be sn ninder ту ever as low as possible, thus exposing the 
sensitive areas under the eve 10 the climate when we shot ouside 
Ax Fn fis (red hair аз а kid), he phe xed wy skin 
to bak ом and had to go оа dermatologist. There were а few 
day when everyone war ead to shoot an ўвод 1o get into 
ien The mere ought of apps sickened те 

Made in Maryland. 
see also: The Alien Factor ond Night Beast 


FIGHT FOR YOUR LIFE 
Robert Endelson (1977) 
бес interview with Robert Ende. 


FINAL EXAM. 
Jimny Huston (1981) 

‘In the introduction to this book, made the rather extreme 
assertion that I would happily watch a twenty-four hour slasher 
film. 1 also sited that, for some unspeakably perverse reason. 
oin find myself wishing the carly stages would ро on lons 
before the murders begin. Is siek | know, and 1 apologise fo 
using this book as a confessional booth, but there iti: at Feas 
sa warning to the rest of you. Slasher films can really fack. 


yow up. 

Final Exam, however, proved something o me tha the rest of 
уоп probably knew already: even if he pre-slaughter tage а 
fun, you can't just dispense with the nasty stuff altogether, At 
some point, no matier how late, gardening tools or serrated 
‘cutlery must make graphie contact with teenage flesh. Fina! 
is so much fun to begin with that t's painful to see how far short 
it ultimately falls, Aer two sketchy killings in the opening 

o» per usual, we expect no more than а brief splash of 

or Jimmy Huston takes fiy leisurely 

minutes to get to the next murder, filling up the time with © 
БЫ array of eminently diceable characters. Numbnuts 
"iater jocks and dwesbish nerds have tule! confrontations: 
an aithead chick (Sherry Willis-Burch) agonises about whether 
her new boyfriend (Terry W. Faren) takes her seriously: a sec 
natured student clearly marked outa the final gi (Cecile 
Bagdadi) ries to advance her education while dispensing ad 
1o ber roommates. i's all coming together perfectly. EIN 
‘numero ипо (Joet S. Rice) even has one-sheets for The Carpre 
Grinders and The Toolbox Mirders on his wall, kindly pointing. 
out who our surrogate is. Thanks, guys, The campus troublemaker 
ond repressed homosexual) is called Wildman’ (Ralph Brown). 
and he and his crazy-ass Gamma Fraternity buddies cul loose wih 
stunt such as using a Петь to а пес, stripping him to his 
underpants, smothering his torso in shaving cream and pore 
iceccubes in his crotch. Mind you, they aho fike a schoot 
slaughter by driving tbeir black van ont campis, shooting stooge 
studens "dead" with machine-guns, and then driving off with the 
"corpses, which was impressive, Ihave to admit. The ass 
local cop (Sam Kilman) gets bent out of shape about it. bt the 
School's cheery conch (Jerry Rushing. a regular for Wort Кесе 
and creepy caretaker (R.C. Nanney) take a more lenient view 
{Something tells me that this gag would meet with more 
disapproval post-Columbine - and for the same reason 1 doubt 
you'll ever see this film on American TV...) 

So Final Enam is heading for ати "A's. Then the killings 
begin, aod the movie Пий. Huston skimps on the blood, hides 
the attacks in shadows and medium shots, and neglects to deliver: 
even the simplest of prosthetic wound appliances. I's dee 
unsatisfying and very disappointing. The killer (Timothy L 
Raynor) doesn't even have а signature weapon, and the abses 
of close-up stabbing, slicing or crushing realy breaks the contact 
with the audience. (There's а moderately successful dest by 
Wweight-training apparatus, | suppose, but it was all done so macb 
beter in Happy Birthday to Me). The North Carolina-based Eart 
‘Owensby empire bankroll this in 1980, which is before the 
MPAA clamped down hard on gory horror, o the only esses Î 
чал see for circumspection are either lack of money for speci 
make-up, or the director's hasie dislike of the grisly stu 1 
the former, well even cheap gore effects are better tha 
the later, perhaps Mr Huston, whose real fortê would ser o Be 
action drama (e.g. ав Driver and Bucksone County Prin 
should have passed the production to fellow Owensby alae 
Worth Keter, who would probably have been more willing to 
spill be ed stuft” 


Nightmare USA 


He came 
out of nowhere 
with only 
the need to Kil 


by Geoffrey Meyer 


So the бип is gore, but also quite appallingly concluded 
ot realy a sickle for plotting and characterisation in the 

she subgenre, but frankly you do need some sort of explanation 
forthe killer's bad mood. Amazingly, Final Exam tells us nothing 
at all about the murderer, We don't know who het, or why he's 
bolic faceless “everyman ral hoogeyman either. 
H's Just, you know, some guy. He's not a teacher who hates exam 
cheats nora studeni who's зо obsessed with pening the best 
ades that һе Kills his class rivals; he's ol even a commen 
garden escaped lunatic. (Nice girl Courtney mentions that a 

ident once threw herself ol the clock tower afler being timed 

lowed up) 


down by a sorority, but amazingly this snippet isn't б 
There are candidates aplenty? the jolly. laid-back coach could 
‘easily harbour secrets the chemistry teacher (Don Hepner) 
chasing his female students for a litle alfresco experimentation 
have heen more than just à dirty ed man; hell, even the 
sker would suffice, and now I'm really not being choosy. But 


(Cs just some piy. with no reason. о dialogue, no bsc 
ory, тайа. You almost have to admins the effrontery, the 
plete lack of effort. The net result of all this is that Fina 
ca will only ever appeal to slasher-movie completis, and even 
y of anyone's chart. even a 


ien HI never make iis way 1o the 


poles case like myself can't overlook its ews, 1 suspect i 


chances of finding a cll are close W zero. 
Final Exam was filmed м the Е О. [Earl Owensty) Studio, 
ina, wih location work at the hotbermul 


s Shelby North С 
Community College, North Carolina (there are two campuses of 
ii name, one ia Spindle NC, the other in Columbus NC). The 
sciant director was Charles Reynolds, aka C.D.H. Reynolds, 


director ОГА Doy of Mademen 
Made in North Carolina: 
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THE FOLKS AT RED WOLF INN 
Bud Townsend (1972) 
aka Tero Howse 
aka Terror om he Mena 
ala Terror ar Red Wolf Jn 
aka Terror ar the Red Wolf Ins 
An elderly couple, Нему and Evelyn Sinh (Arthur Space and 
women 1o stay at their беш 
ир wilh lots home baked food. they sl 


aber, cook and еш them, 


je prime euts with the r 


sharing 

comet Regina (Linda Gillen), who believes she has won а prize 

holiday at the Shs guesthouse. Once биле, se forms à muni 
коа, Baby John (John Ne 


Ви wil re love save her бот the fate of her fellow guest 
In a country renowned for ts jumbo portions, t was inevitable 
"at food would make an appearance in the collective nightmare 
of American cinema. Kicking off from a very unlikely premise 
Drop everything. 
don't even remember entering, and the plane 


eaves mow!) this is actually а lot better han is satircsendup 


reputation suggests. А hokey triler emphasising the hu 


possibilities sells the im a 
ipping thriller. Such satine эз there is extends about 


ressonabl 
as far as dubbing "Pomp and Circumstance over an сасне 


dining scone though the scene ilo marmatd with стер 
ideas. For instance, а secession of gluttonous non-verbal sounds 
are placed unsettlingly high in the sound-mix, while the sly look 
оп old Evelyn's face when one diner cheerfully announces, 7n 


ıa fat ак а pl?” more chilling than funny 


In horror movie terms, cannibalkm was the оой of 
жетемиз, with The Teas Chain Saw Massacre as the bet posible 
deserve as many Michelin 


commercial. Bud Townsend might ne 
stars as Tobe Hooper, but he dd get there first, serving a weird, 
unsettling ‘acquired taste” akin to Laurence Harvey 

trrow Beach (1974). Dramatic plausibility, й mast be said, «not 


Welcome 1o 


the film's srong suit: the heroine is far оо easily subdued when 
she finaly learns the roh, and the intermittent whimsical 
makes an uneasy bedfellows with horror. I must admit Pm 
стрічку puzzled by a rendition of The White Ci of De 
nthe end of the film: it matches up with the use of Elgar's "Pomp 
and Circumstance; I suppose... but to what end? The Inter is 
played during US college graduation ceremonies, but 1 can think 
‘of no American relevance for the former. The tone of tbe film is 


us rather uncertain, which beverhdlesssccouns for its charm 

M's a hend crachor, a one-off with ап unusual lop-sided feel, and 

like талу of he more curious hore of the seventies it refuses 
into the usual genre pigeonhole. 

Producer Michael Macready previously hit руйт with Count 

Tampir, while Townsend previously contributed Nighimare 

in Wax (1969) vo the genre, before moving on 1o soflore erotics 


Townsend died on 19 September, 1997, at the age of 76 
Made in California. 
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А FEAST OF FIENDS! 


THE FOREST 
= Don Jones (1981) 
See interview with D 


m Joner and Gary Kent 


Made in California. 


FOREST OF FEAR 
= Charles McCram (1979) 
aka Aloodeuters 
aka Томе 

As dumb as you please, Forest of Fear is an okay woodland 
zombie romp. no more, no less. Like the films of the 1960s that 
addressed the multicoloured counterculture while wearing enough 
establishment sackcloth to avoid being censored, Forest of Fur 
Seen at a glance, ries to have it both ways, bere equating toned 


Zombies 


hippies with romboid munder and running an anti-authoritarian 
back-story jst in case. И шт» ou the government are o Blame, 
having paid some old-timer to spray the marijuana fields with 
dangerous untested pesticide (the im trades on the comtemporary 
Раш scare). Not that this information shifts the focus of the 
її thut much: tbe rationale may rail against The Man, but the bulk: 

the action has naive holiday-making bourgeois types attacked by 
pestilentia! hippies, whose drooling madness ie made far scarier 
iban the underlying anti-government theme. H's a classic case of 
heart in ове place, head in the other. 

'Of cours the tah of the matter is that when you're sioned, 
tripping. or otherwise of your face, its ot more satisfying to 
watch your representatives foaming at the mouth and tearing 
‘chunks out of innocent squares than iti to wade through a worthy 
‘defence ofthe value and beauty of the drug experience. I don't 
knew about you but if there's one thing guaranteed to give me a 
bad tip, is a dose f love, hippy-dippy peace-totcwar. 
сапешрез. That's why Foret of Four can claim to have is finger 
‘on the fibrilating pus of it likely audience. 

So that's the tolerant side of the review: now t the rest. Forest 
of Fear basically lacks the visceral charge of as inspiration, Donor 
f the Dead, and there's no stylistic detail or imagination to 
‘compensate. To ра it bluntly, this is а movie where а bunch of 
бод тип around woods and fields, with the cameraman 
occasionally grinding to а һай to look at the aftermath of a zombie 
tack. Except for а severed hand stunt so phoney Herschell Gordon 
Lewis might have asked for a retake, and a couple of very fleeting 
bulletto-the-head appliances, there are no advances on what you 
might call the acion-gore front, We до see bond spat corpses 
(ya), a severed leg (2022) and a body with s pool of intestines 
‘lopped out beside it (okay thut was ice. but these are statie 
‘shots wi itle impact. The rotting face make-ups are adequate but 
unmemorable: Tony Malanowski's The Curse of the Screaming 
Dead, filmed in the next field, so to speak, can boast a more 
элледе vision of the dead. And David Sperling's photography 
merely adequate, which is а shame given that be tured in some 
“beautiful work the same year for UI Lormmel's The Bogey Mor 
and ler shot the inventive, hyperactive Sree! Tra (1987). 

Forest of Fear was shot on Imm as Bloodeaters in the 
Pitsburg region, with production allies оп oan ftom George 
Romero's camp, so you can be forgiven for expecting more. W's 
рака galling that John Amplas, the gifted, unforgetable 
iar of Romero's Martin is tossed an utterly mundane part аз 
Sidekick to a andas cop; i's tragic to see this teenage prodigy 
trudging through such a thankless role. Amplas, 1 guess, must 
have shunned the spotlight after Martin, or else he'd never have 
sunk is far, but Forest of Fear is tainted by the feeling of 
wasted potential. 

What can say about Ted Shapiro's score? It apes both 
Halloween and, more ambitiously, the Goblin of Da 4f the Dead, 
‘but even if you have a tolerance for cheap synthesizer, i's heavy 
ang. The same uninspired arpeggios plank away over the action; 
perhaps intended to grind us down, they simply erode our goodwill. 
Music aside, there's also а lot of unreconstrucied female screaming. 
to be heard, he poor actresses sereching away like tortured 


seabirds АП in all the Forest of Fear audio experience is definitly 
rot recommended if you're feeling tte: 

You ave to be a lite bit soft in the head to stick up for this 
Gim: to even vaguely like it suggests you've spent oo long pining 
Toc the early days of video, when these cheap and nasty turkeys 
were sll tbe rage. What the hell, that's me on both counts. Even 
though the music can drive you crazier than a toxic hippy, Fores of 
Fear is a laugh. I like a cheap frozen pizza: you tum up your 
foccacia-oving nose at it, ший t one night you're pissed and 
starving and here's no gravadlax or goat's cheese flan Jeftin the 
ров, If at timex ital feels ike a forerunner of those fuckin 
awful made-on:video guests like olent Shir (1987); ту not к 
blame this little movie for the sins o is fans, Relax, watch some 
Bergman, and stay out ofthe low-budget woods for a while. Try to 
enjoy reading Adorno You'll be back. 

Charles "Chuck" McCrann’s career in fil stalled after Fore 
of Fear was released A Princeton graduate in Там, he moved on t 
Become a prominent figure in the business community as senior. 
vice-president of the financial services conglomerate, Marsh & 
Melennan: with an oifice in the World Trade Center MeCrann 
did in the Twin Towers terrorist atrocity, on 11 September, 201 
His boy was never recovered 


Made in Pennsylvania, 


Nightmare USA 


FRANKENSTEIN ISLAND 
Jerry Waren (1981) 
Take fifteen minutes of The Mild Women of Mongo, ten 

minutes of The [land of Dr Morea half-hour of desiccated 
nkenstein, 84 а caged Cameron Mitchell (unwashed) and 
sprinkle with optically composited head of John Carradine; simmer 
Fe twenty three years and serve cod in 1981. Don't be surprised if 
no one wants a bite, what you've made is a flick that challenges Al 
Adamson for stubborn га The difference is dut director 
erry Warren actually made this sort of cheesy sci-fi horror fik 
back in the day, when such monster-mash shenanigans were all the 
sie, whereas Adamson merely aped them iiem years too Inte. 
Corning from the director of Member (1956), The Incredible 
Petrie World (1957), Teenage Zombies (1959) and Attack of he 
Marc Mummy (1964) а goofy Hick like Frankenstein Island is 
just more of be potent Warren hullabaloo: if you wanted to be 
grandiose, you could suggest that by making such a defiantly old- 
fashioned Rim in 1981 (year of horror hits Ап American Werewolf 
т London and Scanners), Warren was staking his final claim toe. 
lero he helped to shape, just as Billy Wilder bid farewell to his 
brand of Hollywood with that grand old show boit Fedor (1978). 
ТЇ leave further debate for those with fonder feelings for the 
movies Warren made. For me, Frankenstein Island offers just the 
mild satisfaction of having finally seen what ies behind that 
spectacularly awful “Ambassador Video” cover. 

Made in California and Arizona. 


FRIDAY THE 13TH: THE ORPHAN 

John Ballard (1977) 
See intervie with Jom Ballard and Sidney Mackenzie 
Made in New York State. 


FROZEN SCREAM. 
— Frank Roach and Renee Harmon (1981) 
See interview with Renee Harmon. 

Made in Califor 


Reviews 


GARDEN OF THE DEAD. 
John Hayes (1972) 
See feature on Jolm Haves: 

Made in California. 


THE GIANT SPIDER INVASION 
- Bill Rebane (1975) 

Rebanc' best film opens at quite а pace, certainly a lot 
faster than йз follow-up, he Alpha Incident (1977) Nervy 
srosscutüng gives The Gian Spider Invasion an almost modem 
Feel: it could probably play on TV without embarrassment, The 
narrative flickers between a loveless husband and wife (Robert 
Easton and Leslie Parrish) whose farmland is the focus of the 
horror, and the rather less vivid affairs of an investigating 
Scientific team. There's also a wise-old:bird local sherif (Alan 
Hale) breathing laconie humour into the story = the sort of 
character you'd later find in Stephen King's novels. With this, 
and an alien invasion that reveals a town roning from within, irs 
no wonder King referenced Rebane's lick warmly in his study of 
the horror genre, Danse Macabre 

‘The arrival of mysterious meteorites is achieved with 
enthusiastic if implausible pyrotechnics, courtesy of some brazen 
mane work. Early stages, as the meteorites trigger increased 
activity in the indigenous spider population, are as creepy as you 
ould wish: people are constantly sweeping iritably at the air 
with their hands, dislodging webs in doorways, liking spiders 
away from the table. A highlight involves one large spider 
making Из way across unwashed dishes until it crawls ino a 
blender, just in time for the farmer's wife to switch it on and mix 
her morning Bloody Mary. Eventually, rising to the challenge of 
the movie's tile, Rebane gallantly offers us a giant spider the 
size of a camper van. And i's not bad at all: though irs les. 
obscurely disturbing than the creature that leaps out from the 
dusty eaves of a barn earlier, like а rag-doll with too many legs. 

While the sheriffs cynical comments indicate a less-hun 
pious tide towards the town's ongoing Christian revivalist 
meeting, the eventual arachnapocalypse is overdubbed by the 
preacher's ranting about sin and deliverance. So are the spiders a 
judgement on the godless, or are the faithful, locked away in 
their drawn-out church moetings, being satirized foc their 
‘esponsibility? Perhaps Rebane was aiming for the double 
Whammy of Don Siegel's ination of He Body Snatchers, where 
opposing interpretations work equally ей? 

The scientific aspects аге shameless gobbledegook, incorpo- 
rating quantam physics that would flammox Niel Bohr “Looks 
Tike our back hale has turned into ап open drores from hell. 
says one Einstein. Faced with how to rid the town ofa spider the 
Size of a Buick, another suggests, "He could shower t ih 

A bi silly then, but this is basically a good, fast- 
paced, unpretentious monster movie of the sort that has 
disappeared since the big studios crowded the pitch. There's a 
poignant moment when the sheriff describes the giant spider, 
Saying, "Did yov ever see that movie, Jaws? П mates that look 


С 


кеше 
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a goldfish! Of cours it was precisely the arrival of 
Spielberg's film that sealed the fate of cheap, small-town mooster 

eger, budget got bigger. unit 
the B-movie pool was colonised hy bloated behemoths of the 


movies like this, Monsters 


Hollywood variety, excluding he Ме fish altogether. Rebane' 
ering o 


valiant effort, with it scenes of local townspeople 
fich monsters under occasionally visible ilm lights, was a 


a dying breed. 
Made in Wisconsin. 

The Alpha Incident, The Demons of Ludlow ond 
Rana: The Legend of Shadow Lake 


-— 


GODMONSTER OF INDIAN FLATS 
Fredric Hobbs (1973) 
x interview with Freie Hobbs and William Heck 


THE GORE GORE GIRLS 

rschell Gordon Lewis (1972) 
aka Hood Оу 

Someone is killing the strippers who work at Marz's 
Heaven, а downtown cab owned by Marzdone Mobile (Henny 
Youngman), Nancy Weston (Amy Farrell), a pretty young 
reporter, invites sophisticated provate investigator Abraham 
Gentry (Frank Kress) to track down the killer and pass the 
exclusive story o her newspaper for a coo) $28,000. Gentry 
accepts the denl and sets about uncovering the maniac's identity: 

A afer go-go girl is hen 


to death 
Until Hood Fast 2 (2002) came along, The Gore Gore 

Giris was Hersehell Gordon Lewis's last film, and it's 

wonderful sendoff for the exploitation classics that made his 


name, Personally, think it's his best: The Wizard of Gore i the 


Weirdest, and Two Thousand Monies has the best premise, but 
The роб humour of The Gruesome 


on. Gore Girls refines the 


sme and then confounds expectation by backing it all up 

‘ith couple of genuinely likeable performances. Frank Kress 
Abraham Gentry” a an American Jason King, with he 

lordly arrogance typical of al Brits who aret leaning 

on the rooftops û 1ê Dick Van Dyke. His 


plays 


chimneys and dincin 
bickering relationship with reporter Nancy Weston (She: "If 
м те done being clever." He: "Мент provides the 
backbone of the film, ensuring that the entrails don't slide into 
Teosome such a chore between scalpings. And although Gent 


snobbish atitude towards Nancy initially marks him as а sort of 
Supercilious homosexual with no time for women, there's a 
rida thaw betwee the two that may he the only believable 
id. 

From its jinery opening jazz theme t is chaotic conclusion 
The Gore Gore Girls is a blast: it has an amusing sept, loveable 


trace of affection Lewis ever atter 


lead actors, insanely catchy rock well instrumentals, burlesque 
atmosphere, bizarre guestspots (Henny Youngman?) and more 
sadism and mutilation than you сап shake a severed leg at. The. 
Violence is pure Grund Guignol slapsick, but beware: its 
nastiness can still get you ostracized if you slip the film on at t 
rong party. For the killing of stripper "Candy Kane’ the 
murderer gets so carried away mutilating the victim's face that 
the result looks like а spilled Tomato and Beet Pot Noodle in 
fact be assailant actually has to reinsert а popped eyeball inte 
the victims pulverized visage to remind us what we're looking 
ча! The infamous nippe-slicing (white milk from one nipple, 
Chocolate from the other) suggests the gross imaginings of a 
ghoulish child, as does the pulverising of a girl's buttocks with а 
тем tenderizing mallet (with salt and pepper added to the 
resulting mess) Two face-frying scenes compound the 
impression: one giri has her hend shoved imo а pan of deep 
frying chips, and another has her features frazzled with a hot 
iron. 1 as if two ten-year-old boys are vying with each otber to 


think up scenes for а horror film, which makes even the nastiest 
moments feel somehow strangely innocent 

The Gore Gore Girls (there's no hyphen in Ње onscreen 
ttle) has another sort of charm, thanks to its status as a kind o 
super-cheap giallo (I'm referring to the lalian style of thriller 
pioneered by Mario Bava and Dario Argento). Consider ihe 
evidence: а mysterious blask-coated, black -gloved maniac 
atacking young women; an inept police investigation upstaged 
by the efforts of an amateur sleuth; and a handful of blatant red- 
herrings... One wonders whether young intime scriptwriter 
Alan J Dachman (who appears briefly as a dope-head) had 
recently enjoyed Argento's The Bind wish the Сома! Plumage 
(1970) on its US release? Even the identity of the killer, as 
‘revealed in the final scenes, bears comparison with the all 
Format. 

‘Of course, there's a chauvinism o the film (despite the 
extreme violence, ГА зау chauvinism, not mi 
issue) The relationship between Gentry and Nancy is always 
skewed towards male superiority, with Nancy either slavering 
afer Gentry» айг 
sexual jealousy; A viewer of the feminist faith, with no warmth 
towards the horror gene, would doubtless be appalled by the 
movie, both for its sadism and its sexual polities. Lewis appears 


ny isthe 


fons, or falling fr his manipulation of 


то have anticipated this, lampooning feminists in a scene where а 
group of hcm invade р-н and attack the working girls, 


Nightmare USA 


brandishing ludicrous sloganeering banners. The killer's resson 
ful women (entangled in the final plot twist) 
ery and it wasn't for the act 


sts plays to the chauvinist 

le is so obviously pulling the audience's chain, it 

all seem quite unpleasant. "You mean cutting off women’s 
their faces in boiling oil dm Y”, you ask: 


‘ay enough, I'd say no. The Violence in Lewis's films й s0 


айу intended to rile and provoke that it's best considered 
de rom ines of political correctness. Ву foaming about 


misogyny one is simply falling for Lewis's sick: if you're the 
sert of person who's offended by sereen violence aginst women, 
e hes created these extraordinarily graphie provocations just for 
ving them to the screen with a sardonic smirk, He's like 
A chef who puts extra chillies in your meal just to see the look 
s your face. Lewis has gone on record as saying that the fim. 


as mended for “sophisticated” audiences, and for sure it helps 
Ч you've been round the chopping block a few times, But it's 
obviously part of the fun for him 1o offend the “unsophisticated” 
d: everyone who hates the movie) 
irs worth noting that when Nancy gets up to dance in the 
tipper 's contest — jealous that Gentry is ogling another woman 
actress Amy Farrell doesn't really disrober even though the rest 
ye girls have gone cheerfully topless throughout, Many an 
would have said, “Do it topless or we pet. 


exploitation direct 
another broad”. Lewis says nothing about Farrell in The Gor 
* Girls DVD commentary (а rather unhelpful track with too 
тог digression by the moderators). so i's unclear whether, for 
stance, Farrell refused o bare her breasts at the las minu, 
after much af the film was in he can. Whatever the truth, ber 
modesty remains intact, Such would not be the case in the mid- 


seventies as the horror genre began to seep imo the porno arena. 
1а 1972, year of Deep Throat, and with porso-chic hot on his 
Becis, Herschell finally bailed ош, leaving the new frontier of 
sexually explicit horror o such driven and dangerous figures as 
Walt Davis, Shaun Costello and Zebedy Colt. 


Made in tin 


GRADUATION DAY 
Herb Freed (1981) 

When а promising high schoo! athlete named Laura (Ruth Ann 
Lorens) des from a heart atack after winning a hundred metre 
ore, a killer in а sweat and fencing mask begins murdering 
er fellow track-and-field stars one by one. Could it be bullying 
Conch Michaels (Christopher George) obsessed with sporting 
excellence? Or Laura's tough-cookie sister Anne (Patch 
Mackenzie), а commissioned army officer who retums ll the way 
от Guam for the funeral, despite the hostility of her alcoholic 
father Ronald (Hal Bokar)? How about asshole school 
principal Ме Guglione (Michael Pataki), o Laura's intense 
bereaved boyfriend Kevin (E. Danny Murphy)? 

‘Every wont to be the winner" the title song declares, as 
ura achieves just that, and drops dead 
tickets 1o the ой! world. If you wan то ger in. you ve got to рау 
says Principal Guglione, who also has a line 
‘n sobering cynicism: “Yaw rr onl оз good as your last mistake 
acto Pataki was in Raise the Tian the previous year, so perhaps 
) deas sem to be gathering focus 


These diplomas are 


the admission price 


eased this remark 

‘nder starters onders, and as you hypervemilate for the поч 
feld saughterthon to come, you find yourself wondering if you're 
about to see the world's first anti-capitalist saber film! Perhaps а 

rust critique of competition as wasteful expenditure’ 
Guglione uses the fact that his insecure secretary (E-J. Peake) has 
a crash оп im to make her work harder Exploitation in the 
workplace, 100? Ir positively Marxian. 

Well, an impossible dream perhaps, but Graduation Day has a 
мну script to recommend it anyway. The undercurrent of humour 
can't entirely redeem what is basically а second-siring slasher, but 
it makes the whole thing a lot more fn to watch. 1 loved the 

mate chase during which the ройсе officer, less fi than the 


Reviews 


There are 200 seniors 


at Midvale Hig! 
And seven days ‘til graduation 


Killer, stops because he's sling а stitch. (When you consider all 
the running that goes on in he slasher genre, i's a miracle half the 
victims don't die of a coronary) 

There's more running at the climax of the picture, as Anne 
sprints all ће way cro town and then crosses the ро» field sit 
at the opposite end, on the bleachers, The camera, perched оп a 
much higher seat behind her, looks back over the entire stadium in 
the direction she came from. No one's there. She sits down and 

horno mo 


coches her bres than five seconds. The next shot is 
the killer's POV, approaching her fom just yards away. 1 know the 
slasher genre chests with ts POV тенсе бов, but this really takes 
‘he biscuit I's the sort of thing that annoys outsiders to the genre, 
and even | fel chested. If you're а stickler for tidy ploning oo, 


Graduation Doy is poing o get on your nerves, We never find ош, 
Tor instance, why Anne's stepfather isso wel hostile to her, or for 
that mater, what's so special about Anne that the film should end on 
ıa farewell to her as she heads of back to бошт. But that's typical of 
Graduation Dax: its final thesis is hopelessly muddled and full of 
loose ends Sere the thesis, though, docs i ck? Well the 
‘murders are okay. the highlight bong a spiked cushion that the killer 
prepares for a polevalter, and a brief but vivid fencing siab, 
through the throat and ош the other side, but Fred seems more 
concemed with hyping nev-avcy looking but AOR sounding. 
‘student hand Felony, whose song “Gangster Rock” pets a ful! 
workout in the fm as the audience roller skate round and around 
the stage... (Note: Felony actually went on to release two albums in 
the 1980, The Fanatic and Vigilante: a ack om the later featured 
in Friday the 13th Part VI: Jason Lives, Formed by Jo and Je 
Spr the band сойлой into the 19905 when things hit the skis 
and Jef commited suicide.) A ime-capile of the early eighties. 
Олибы Day is the коп off 1 really ough to blush for 
recommending, but which has snuck into my slasher conifort-zone 


and taken up residence, despite е groans of my better Judgement, 
Made in California. 
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Toho Hayes (1972) 


оша De Gur. po See feature on John Haye. 


HAUNTED 


speed 


aka The Haumed 


Coy toni ever mice э, In Arizona during the Civil War, Abunaki (Ann Michell), 
ıa Native American woman accused of witcherafi, is tied to a 
horse and left to die in the desert. One hundred years later, 
Jennifer Baines (Ann Michelle again) arrives in а desert 
а a pet mes settlement, once a Wild West movieset now occupied by a 
handful of lonely oddballs. Soon after, people stat dying in 
э. Is Jennifer really the reincarnation of 


Abanaki 


sich. An 


Aldo Ray, hangir 


the impos 


SEMEN) D: Goriano allows the whole thing 
ideas without commiting to any of them. Who knows what he 


REINCARNATIO! 


GRAVE OF THE VAMPIRE 


Mode in Californi 


Michael De Gaetano (1976) 


Haunted is à jumble of themes and non-sequiturs largely 
unhampered by narrative design. So what is it? A horror 
емет? The combination of a supematual revenge theme and 
the abandoned wester film se locations almo 
dian curse movie? Wel, t's an clement, certainly, but 
i barely elaborated upon after the prolos 
Hollywood melodrama, in tbe style of Whar Ever Happened to 
Baby Jane? A prominent strand of the story deals with biner old 
out with а senile sereen actress (Virginia 
Mayo, Cody Jarrett "s lover in White Heat, hoping she'll 
eventually fal in love with him. Or maybe it's ап art film about 
ly of communication? A subplot involving a 
public payphone being erected in the dust-blown wilds of 
nowhere is as obligue and puzzlingly abstract as Antonioni 
hover between all of these 


эт brother, who never. 
recovered from the fact that his sibling stole the woman of his 


Aldo Ray is on top fi 


x MADNESS? 


dreams, Since his brother's accidental death, he's hung around. 
hoping for a place in his loved s heart, but willing to sette for 
a place in her bed in the meantime; even if it's cleat that she's 
Seeing bis brother in her erazy mind's eye. The depiction of “old 
Hollywood" in a modem context, and the relationship between 
fans and old movie stars, brings to mind the films of Curtis 

larrington, фор Hazte lacks the coherence Harrington 
would have brought to the story. 

Cutting across this mournful le, and ignoring for the 
moment the supernatural theme, there's another subplot involving 
two young men, at least one of whom is decidedly ambiguous in 
his sexuality. He embarks on а gentle relationship with visiting 
actress Jennifer Baines. During a romantic night in Ве безеп, 
apropos of nothing. she enquires “Are уок gay?" "No; Idon? 
think so,” he replies. Not the sort of response that closes the 
matter for good! Again, hough, it's story idea at appears o 
beheading somewhere interesting. only to evaporate without 
teaching a destination. 

All of these story strands wave loosely around in the breeze 
Toc eighty minutes, sharing nothing more substantial than the 
designated locaton. And that's a good thing: Haunted is а perfect 
example of the way story values can be mutated by allowing 
location to determine action. There's no doubt that the 
opportunity to shoot the film oa a derelict Wild West Пра 
guided the narrative in directions it otherwise would not have 
gome. By reacting to the mood and detail of a plase, sriptwriters 
san escape the pagebound clichés of the B-movie. I's an 
Approach that unites unsung heroes like Frederick Friedel, and 
one-hit wonders like Robert Voskanian and Michael De Gaetano 
with the arthouse. Haunted may not cohere, but i's got a unique 
vibe that feels like blessed relief after he mundane likes of, say, 
Blood Mania or House of Terror. Perhaps only an interview with 
the elusive Mr, De Gaetano would throw light on the puzzling 
ttre of the film, but ший such time I'm happy to let sand d 
over the questions and just enjoy the uncertainty. 

Made in Arizona. 


HAUNTS 
Herb Fred (1975) 

aka The Vell 

When local girl is found raped and murdered, Ingrid 
‘Stenson (May Brit) a reserved young woman living on a farm 
in an isolated rural community, begins to fear for her own safety 
‘One night аз she's walking home from choir practice, she's 
attacked by a masked figure, but struggles free and alerts her 
Uncle Cari (Cameron Mitchell) and the local sheriff (Aldo Ray) 
Ingrid suspects Frankie, the butchers boy (William Gray Espy) 
and views a new arrival with suspicion too: but when a second 
оре is found ~ this time in Ingrid's chickes-tun - her shock. 
‘coupled with memories of an unhappy childhood, make it 
increasingly dificult for her to distinguish real dangers from the 


phantoms of her own mind. 
aunts has some ofthe sombre rural destitution of S-F 
Brownrigg's Keep My Grave Open or Bill Rebane's The 
Demons of Ludlow, although thanks to Free's steady hand as 
director it's closer othe former than the latter. The aptly named 
May Britt makes а bile, eamest creature of Ingrid, capturing 
the prim nervousness of a woman who uses religion to keep 
desire и bay. Reliable turns from Cameron Mitchell and Aldo 
Ray bolster her in the Ister stages of the story, involving plot 
twists best left unexplained. They're not exactly surprises of the 
fist order, but enough said: the film needs them to maintain 
interest. There's definitely а touch of the Italian giallo bere, 
something that Pino Donaggio's stylish score helps to underline 
The se o initially opaque flashbacks to childhood trauma: 
batant attempts to throw the audience off the scent; doubt about 
the female leads sanity; arresting but nonsequi images. 
(euch as Ingrid milking Mood from a goat's ders) all of hese 


devices echo the lalian munder-mysteries of ay, Se 
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Martino or Umberto Lenzi. Then we have a masked killer, 
several false endings, and he use of scissors to menace the 
heroine. If the film lacks the erotie fascination with erue so 
essential to the true giallo, Haunts still has that touch of 
sadness coalescing around the fate of an unstable heroine that 
in films like The Sweet Body of Deborah or Paranoia. 


A touch of sleaze would have helped clinch the deal, but Haunts 
ing and Brit's 


is nonetheless worth Took for the moody set 


lead performance. 
Made in California. 
ss aie: Grade 
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THE HEADLESS EYES 
Kent Bateman (1971) 
A burglar (Bo Brundin) yin to rob an apartment is caught 


in the ast when the tenant awakens. A struggle ensues and the 
enraged victim tums aggressor, wielding a spoon = yes, a spoon ле 
and gouging the burglars сус from his socket, ke а mollusc s 

from is shell. The unfortunate thief, his eye drooling down his 

face, cows from an upstairs window and ees down the fire 
escape, So begins The Headless Eyer: the first and so far premier 
example of the oft neglected ‘talk-and-scoop” subgenre. The 
‘credit sequence described is зо perfect you almost hope the film 
ends right there. You fear thoroughly ordinary movie might 
follow оп and рой it. The cres of the injured thief are priceless 
in themselves — just a оор of Bo Brundin shrieking “Му eye! My 
EYE! fundecpherable shrieks) My eye!” as the actor climbs ds 
down the side ofa New York sum and skulks off into the night Г 
Tes one of the great cheap horror lick beginnings, and yes, it ры 
lesis ino а Пип just as crazed. The thief - named Mal, although 


Tw deg Mie jeg чы 


T Оюк puer же 
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is easy to miss — has moved оп fom that humiliating encounter, 
and now works out his resentment using a sort of mixed-media, 
Sculpture murder approach. plundering the ocular organs of 
various, need it be said, unwilling donors to make avant-garde 

(jen. His speciality? Eyes suspended in cubes of Perspex. Eat 
your heart out, Damien Hirst 

‘Once you've got over the initial hilarity, The На 

becomes а bleak and soy tale with perhaps а smattering of any 
ambition (Ве name of Bateman's production company, Laviniaque 
Fits is demen from Virgil's The Aeneid, fle all). Although it 
seems positively zany today, The Headless Eves must have sent 
Few unwary souls out into the New York dark with an indefinable 
‘case of the jiers. Is not a straightforward slasher film (the killer 
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is onscreen from the ман) and k's not exacily a gore im either 
(the graphic violence в limited to some red smears and a few fake 
eyes). As fora е, farget И: though not quite plos, t's 
пату getting there, as if narrative too has ben соорой out 
along with the protagonist's orb. No, the essence ofthe 0 

Sort of shabby, dest, guter level weirdness: t's the cinematic 
equivalent of a scary old bag lady 


The emphasis ona grimy srct-leve reality merges the film 
With йз first intended audience, as Mal stalks his prey past cinema 
all too likely to show a movie Nike The Нават Eyes. Like 
Wiliam Lustig’s Maniac and Tim McCoy s supremely nasty Sex 
Wish, inspiration has clearly been drawn fom he very stalls and 
‘neste film will play in ~ feedback lop of sleaze. As if 
mocking the Soho-Boho fantasy of street-level annes, director 
Kent Bateman depicts his dropout avant-gardist as merely another 
damaged seazo staggering through the 42nd Street snp по 
different from the tramps and druggies limping int the cinemas to 
sleep off their nightmares. 

‘With its focus оп a struggling artist in a poverty-stricken urban 
sening, The Headless Eyes resembles Abel Ferrara's The Driller 
Killer, and while the Ferrara im is the more ferociously 
inteligent, thy d make а тем double bill. Amidst the bizarro 
‘ul there are a few quiet scenes that echo the emotional 
dimension of The Driller Killer- а booker tries to offer Mal May Bit Carer 
sympathy bat ends up paying for with her Ме; Mal's ex-lover c 
drops in eying to reach out to in, but is rebuffed by his 


те siart of The Headers Eyes 


itemess another scene lingers on the funeral preparations оба 
Victim whose death we then see in flashback, Sadiy, though, Bo 
Brundin can't match The Driller Killer's ulira-nataralistie lead 


Werer 


performance. The Swedish-born actor at times reaches silent movie 
levels of overemphasis, although if you're in a forgiving mood. 
even this can give the film a whiff of delinquent reality: imagine a 
real killer agreeing to play himself in a movie, selfservingly 
уйш to convey his “inner pain” and then overdoing it. Brundin 
deserves credit for he frcakcout moments heard once instead of 
ten times in a tupe-loop, his shriek of МУ EYE! Ob. ту 
evel" is as chilling as Tom Towles's agonised, disbelieving 


Sereeches for the eye-popping scene in Henry: Portrait of a Serial 
Killer, ot Daryl Hannah's Kill Bil: Volume 2. 


Your ultimate nightmare! 


Wee too hot for his window." says a drunken ici 1o het 
sugarsdaddy, as they slug booze ftom ote and xot Mal lurking 
ina shop window display. Its easy to miss the fact that Mal owns 
the store, which makes he scene even stranger. Fey he 
Placement of the camera obscures exactly where Malis. He seems 
tobe looking atthe coule through a double-sided plass window 
ipla, while outside oo the pavement. This ilusion is broken when 
Mal deposit one of his artworks onto а plinth in the display. We 
then see that he's actually inside, looking out. Because the director 
hus neglected to introduce Mal as the store-owner, there's a weird 
shit between ier and outer, suggesting an usable boundary 
‘between the vo and thus (if you ike) symbolically echoing the 
piercing of Ma's eye. Mal then follows the couple baek to their 
apanıment and gains entrance, kiling them both with a hummer, 
before ваш hack in а chair w enjoy this шем rae mort, 
nothing clhe, the petty thief i now an incorrigible ssh! 
Орса to а flt though, Mal has problems handling praise. 
Le sour work, whoever you ar.” rays a pretty girt who enters 
his shop. Her words send him о hallucinating. running in terror 
through streets of егп, monolithic architecture. A brutalist piece 
of corporate art bolted ahave a deorrame lors over him, 
‘mocking the simple, genuine compliment he's been red. Mal is 
‘obviously moved hy his admirer s words, because the next thing 
sve know he's urave-obbing eyeballs fom cadavers, presumably 
зо that he doesn't have to murder anyone else. He's interrupted by 


a sleazy cop who's pleased as punch thinking of the acclaim he'll 
receive for capturing the killer; we therefore feel a twinge of 
sympathy for Mal as be snivels "Fim пог ish" and stabs him 

death, Abandoning the grave-robbing ides he chases another 
‘etm through ап intensely scuzzy market warehouse region at 
some ungodly hour of the carly morning, the streets stained with 
‘ruption and discoloration: yo can almost smell the stench of 
relying vegetables. The actress makes a dash trough a meat 
refrigeration storchouse and lucky for her, Mal gets accidentally 
locked in а freezer. Some hectic superimposition and out-of-focus 

ипепихо suggest a panicky Iast-day's shooting by a director 
forced to acknowledge thut the тоосу has finally rin out, and 
thats your lot 


1m willing to bet that The Headless Eyes was shot without 4 
finished scrip. sit ends raggedly without a real conclusion. 
Nevertheless, is still a fascinating trip through the slums of 
exploitation, far away from the gentriid avenues of mainstream 
horror, and it's an absolute must if you're interested in the grime 
reaches of American horor. 

The Headless Eves is sometimes said to be the work of Henri 
экш, aka Ron Sullivan the porno directo. This ап interesting 
hypothesis, but remains unconfirmed. Ronald Sullivan is credited 
as producer of The Headless Eves. Kent Bateman certainly exists 
he moved to California in 1977, where he notched up his only 
other confirmed movie directing credit, Land of No Rene (1 
эл entirely ordinary adventure story with Mel Tormé and Wiliam 
‘Shatner that looks like i comes from Hollywood, not the ху 
melherword of The Headley Eves. He consolidated this joumey 
мо the mainstream by cresting and directing Family Тез, the TV 
show that launched Michael 3. Fov career, as well as episodes of 
Valerie Family for Lorimar and The Hogan Family for Wares 
Ал carly credit has him as production manager on Jr Nor My 
Bandy (1970) directed and writen by pomo filmmaker and writer 
Ron Wertheim. А project called The Rogue and Grisly (19823) 
was directed by Kent Bateman and Dick Robinson, released on 
tape by Ranger Rob's Home Video Theater The cast includes Dick 
Robinson, Carol Eas, Don Shanks, and the screenplay is credited 
то Kent Bateman and James Bryan, although Bryan bas no 
recollection of Batemans involvement. The presence of Robinson 
and the mention of James Bryan, however, suggest this was а 
Utuh-based production. 

Leading man Bo Brundin was bom 25 April, 1937, n Uppsala 
Sweden. He ltr appeared alongside Sean Connery and Henry 
Fonda in Meteor for AIP. Brandn'ssercums in The Heads 
prologue ean ako be heard on the trailer far Doris вил 
Another Рау. Another Mon, Bateman’s daughter is actress Justine. 
‘who got her start in her father's sitcom Fm Tc. 

Made in New York СИ 


THE HEARSE 
- George Bowers (1980) 

Divorete Jane Hardy (Trish Van Devere) moves into her 
deceased aunt's сомну house after inheriting itin her mother's 
will The locals ме rude and unhelpful, mainly becouse the aunt 
and her lover were said to have worshiped the Devil. Naturally 
local children believe the bouse to be haunted Estate atom 
Walter Prichard Joseph Cotten) resents Jane moving in because 
he feels the house should haxe been el o im, and the only loca! 
handy-man willing to work on the place is Paul (Perry Lang). а 
love-strck teenager who forms «potently troublesome em 
attachment to her, Worst of all a giant hearse repeatedly vies t 
rum Jane's car о the road, and drives menacingly up her front 
driveway inthe middle of the night, Fortunately, a nice young ras 
called Топ (David Gautreaux) comes along and sweeps 
her feet, although it's strange that he only ever зесин to want 
meet her at 


Nightmare USA 


Is and to explain why so generc a ghost story should please 
se, but enjoyed The Hearse immensely. ll of the clemens ш 
in place fora by-the-numbers spook-show. We have а divorcée 
recently recovered from a nervous breakdown, а town fll of 
Poste bumpkin cager to give а city gal a hard ime, a suave 
stranger with something of ihe night about him, and a spooky old 
hearse aggressively stalking the heroine down moonlit country 
ads, Did mention the diary Jane finds in the attie, explaining 
ir aunt's doomed romance and the devilish death pact into which 
she had entered? The Hears is stacked to the rear axles with these 
eae ойох, right down to windows that Пу open of their own 
зов and a graveside revelation before the finale. So why do 1 
Sid this Crown Intemational pot-boiler so appealing? 

Firstly, Trish Van Devere i touching and sympathetic as the 
ilc but determined heroine, unwilling to let Joseph Conn's 
perilous estate agent, Med Flory's lascivious sheriff, or sundry 

y shopkeepers get her down. Perhaps the script gives her a bit 
mere sex appeal than the average horny teenager would 

“chow edge (local hoys act m if Britney Spears has come 10 
town), but she's brave and winy and deserving of her chance of 
happiness and found myself wishing her well эк she embarked 
upon her blousily Gothic romance with spooky but dithy Toes. I 
love the main piano theme oo, which crops up from time to time 
throughout: by employing an angular descending motif against a 
sensuous counter melody, it dreamily underlines both the romance 
and the menace of ihe story The rest of the soundtrack leans too 
heavily on a repetitive Tight Zone refrain, but t's serviceable 


nonetheless. 
Perhaps the film's biggest handicap is the lack of a satisfying 
coding Jame finde the dead bodies of two supporting characters for 
s» other reason, you suspect, than because the writers needed to. 
crate Jane's doubts and finish the narrative. The film, like so many 
ot stories, never ries to explain how spooks and shades can 
эел the physical word, ramming cars off the road with dented 
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fenders and эй, And while Tom's courting of Jane could be ali in 
her mind’, the murder of two key characters cannot 

However, the traditional vies of the ghost могу are at least 
three-quarters present the hulking 1950x hearse has a satisfying 
leer to йо chrome bumper, and its scary old driver would not be 
‘ut of place in one of the BBC's MLR. James adaptations. Like the 
films of S.F. Brownrigg. the emotional centre of the film is based 
on the efforts of a single woman to survive various attacks an 
indignities, while a villainous selection of men try to destabilise 
her, If Brownriga’s films ultimately have more integrity, thanks to 
thcir powerful rep performances, less formulaic plots, and a 
strong sense of place, there's sil u lot w be said for The Hearse 

Vin Devere made two such tales in 1940, having also 
appeared in Peter Medak's intermittently chilling ghost story The 
Changeling. Director George Bowers was best known for directing 
hi TV series The Duker of Hand, Айат The Hearse he made 
three more filma, including Му Tutor (1983), before sting down 
as an editor whose career highlights include the brilliantly teme 
slasher tale The Stepfather (1987) and the ‘Johnny Depp meets 
Jack the Ripper” horror-comie From Hel (2001). 

Made in California. 


ITCH HIKE TO m 
ї Berwick (1977) 
See interview with Wayne Berwick 
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HOMEBODIES 
Lay Yost (1973) 

Six elderly tenants ~ Mr. Crawford (Douglas Fowley). Ме 
and Mrs. Loomis (lan Wolfe and Ruth McDevitt) Ме Sandy 
(William Hansen), Miss Emily Frances Fuller), and Mattie 
(Paula Trueman) - are threatened with eviction fom their old 
apariment block in Cincinnati. Incense, thy embark on э 
sabotage campaign against the nearby building redevelopment 
Which threatens to reduce their district to rubble. Ringleader 
Matte persuades he group to 
death of a relocation worker and murdering ем property 
tycoon Аз doubts assail the rest of the group, Manie becomes 
ever more ruthless, until her fellow tenants must act 10 save 
themselves 

Tm not sure if 1 should be reviewing his, Нове was 
picked ир for distribution by Aveo, and director Larry Yust had 
previously shot a film for Universal called Trick Baby. But i's 
independently financed irs flm adore, and irs rarely 
mentioned in studies of the genre = perhaps because it licks the 
more familiar genre trappings. It is. after all, concemed 
exclusively with the fortunes of old people: there's not a teenage 
bimbe or collegiate stud to be seen, I you can ра your head 
around thin, however, Homehodierí a ilm of genuine depth and 
class, There's a bencingly sour edge to the story and the finale is 
ss complex and morally ambivalent as you could wish, In fact if 
уо were to recast the im with young radicals and set it during 


the student riots of 1968, he essential dynamics would ross aver 


The elder you are, though, the more the film raises а smirk, 
as the beloved qualities of older life - peace and quiet, stability of 
home - are defended with be same zeal that he young bring to 
their passion for os and freedom of movement The first great 
moment occurs when Martie witnesses a young man fall to his 
сив from the skyscraper under construction at the end of her 
tres. As his body splat ло the ground, the roar and bustle of the 
ing site ceases for the first time in tbe film, and you see 
Matic realise just how useful death can be. 

There ме flaws here and there, chiefly the depiction of the 
relocation official, a Ваа апей bitch called Miss Pollack 
(Linda Marsh), who is scripted with less finesse than the protago- 
nists. Rather like Nune Ratched in One Few Over the Cuckoo 
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THE HOUSE OF SEVEN CORPSES. 

Paul Harrison (1973) 
ska Seven Tones Dead (UK video cover itke) 

Joh Ireland plays mean-spirited director Erie Hartman, and 
ith Domergue his fading acress-lover Gayle, in this tale of a 
fiim crew struggling to shoot a Gothic horror picture in a house 
where actual murders took place. Glooming around the grand ӨМ 
mansion location like a bad smell is John Carradine, who ought to 
у enough to give anyone the wills, but despite such bad omens 
Hartman persius in being a bastard, even after his leading lady's 
pct си is found bisected on the lawn. Meanwhile, a minor cast 
member adds genuine occult incantations into the script, in the 
same of authenticity 
What really supers The House of Seven Corpses is the 

cae. Everything else the clichéd romance between director and 
ageing sereen star, the pretentious Hollywoodisms of the 
Supporting east = could lave worked, or at least have been. 
plained away as satire. Sadly, the workaday horror score flat- 
lines tension and blurs the potential for irony. This is supposed to 
е about a 1970 film cre shooting an old-fashioned Gothic, but 
Harrison fails to respond to the challenge, landing the same clichéd 

jer everything. h's exasperating: how hard can it be 10 

srw a distinction between а modern-day film-shoot and the 
i? The whole point is thut 


Gothic period piece they're maki 
characters who think ley e Just acting have to deal witha 
genuine supematural menace Ifthe director cat sell the change 
Of emphasis, you might as well pack up and go home. When 
crewniember are murdered while packing away klieg lights and 
‘let cables, there's no attempt to give their reality a differe 
‘modern-day complexion. And since tbe irony of the tale is surely 
‘hat mediocre actors are being asked to fake terror, И seems à 
shame to have them act just as badly when they're meant to be 
real people’. find myself gening hot under tbe sollar about this 
caine here's a good iden here, which could have yielded a Mask 
Satan redux, with a Mario Bava or Terence Fisher surrogate 
Besieged by the very ghouls they've unleashed in the cinema. 
Harison, а TV director who stayed briefly into theatrical releases, 
stares э gif-borse in the mouth One can only wonder what he 


unfortunate scrip thought when he sav the finished film. 


> 
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Don Jones photographed The House of Seven Corpses just 

«йа directing his excellent Ай (sce chapler оп Jones). Ron 
arca (Swingers Massacre, The 

appears onsereen in a blink-and-you'Ilmiss-it cameo as а sil: 

Kilted period character, in the film's arco. promising prologue 

Actor-diroctor-stuntiman Gary Kent was associate produser (see 

Interview with Kent. 


y Ва), Who also an-directed, 


Made in Utah. 


HOUSE OF TERROR 
Sergei Goncharo (1972) 
aka The Five at he Feral 
‘ka Scream Bloody Murder 
A nurse (Jennifer Bishop) hired to look afler he disturbed 
wife ofa wealthy businessman (Michell Gregg) plots with her 
boyfriend (Алей Blanton) to inherit the man’s money. When the 
millionaire’ wife apparently commits suicide, the dead woman's 


identical sister (Jacquelyn Hyde) sms up and latches onto the pan 


but who is fooling whom, and who will be the next to die? 
A bland tile like Howse of Terror virtually begs you to forget 
it, yet the prologue promises much, an impressionistic charade 
filmed in а му that recalls the films of Мало Bava (arcet for 
the Honeymoon in paula) As soot as the credits are over 
‘hough, this misleading signpost leads nowhere but a quagmire of 
famous Dutch angles and TV-movie styling, Actually, Love Dutch 
angles, fatuous or otherwise. What | hate is mundani that dreary 
brand of drama we get when the director is citer unimaginative, 
ос simply bored to ears by а script without а single vivid scene 
House of Terror's endless dilgue is shot with a workaday 
Паход that completely ignores the pre-credits flourish. 
A пите and a criminal discuss their tangled lives but its utterly 
‘involving as they emote in TV movie hell to the tune ofthe 
usually reliable Jaime Mendoza-Nava, faking ton their behalf oa 
the soundtrack. House of Terror is the sort of movie that can throw 
you off the scent when it comes to researching а book like this. 
I's deeply, utterly tedious, like а C-list пе зор, the derivative of 
ıa derivative of Клоп Landing. But don't just tike my word for i 
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Ifyou search the internet for a synopsis, you ll find that no one 


seems to agree about exactly who is employing whom to look afler 


who; and that's established in the first fifteen minutes! I's no 
wonder: I had to trudge through this twice to make the details 
stick. To be fair, cinematographer Bab Maxwell ез a few 
arresting compositions, and he went on to shoot The Centerfold 
Girls for John Peyser, an altogether benter movie with same 
genuine style. Оп the otber hand, һе also shot Bood Mania and 
The Psscho Lover, two excruciatingly dll Robert Vincent O'Neil 
movies, both of which lack the хапе essential spark as this one. I 


жете celebrating the weird, unpredictable fringes of American 


horror cinema, then House of Terror represents the fat, featureless 


centre. Technically "competent bur driningly uninspired films 
Tike this really are the worst of genre graveyards. | would eling in 
eager gratin to the worst im by Jess Franco în preference. 

ite, made with ane eye on a TV sales niche, House of Terr 
lacks vim, vitality, integrity, or failing ай tha, sleaziness. Why 
Serge Goncharof ever thought w make а horror fiim 1 have no 
‘lea: he'd have been benter off marketing паци, 


Made in: unknown 


THE HOUSE WHERE DEATH LIVES 
Alan Beate (1980) 

aka Delusion 

ss nurse а wealth, ailing old man, Ivar Langrock (Joseph 
Corten). Once established at the bouse, se discovers that 


Langrock's retarded son й sequestered in ап upstairs room. The 


o man's ever-present alcoholic amorney (Leon Charles) and a 


bustling no-nonsense maid (Alice Nunn) round out the household 
Meredith fll in love with Langrock’s sixteen-year-old grandson, 
Gabriel (John Dukakis), but as secrets from ой Meredith's and 
Gabriel's ives are revealed, murders begin o occur at he house. 
More бап опе of the household have skeletons in the cupboard 
but who is responsible forthe killings 

Ladida, another day, another house of horror... The Н 


Where Death Lives is well-shot, competently acted, professionally 

mounted: so why do feel ke ап estate agent tying lo sell a 

dodgy property? їп rth afer twenty minutes of this te 

1 vas longing for an Andy Milligan fim, or another look at 
sensible shoes worn to a drag ball 


BoandingHowse. Like a pairo 
this wader performs terribly, wandering imo the horror genre 
Without the wit or derring-do 1o play the game. I'm glad I never 
Лей out for this in a these; it's another square pretender tbat 
belongs in the purgatory of aflemoon cable: TV, sandwiched 


ung woman; Meredith Stone (Patricia Pearcy), lands a job 


Linda 
Haynes 
Best Actes 


[m 
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between house makeovers and celebrity go 
Features a young John Dukakis, step-son of failed Presidential 
‘candidate Michael Dukakis; a presumably hard-up Joseph Cots 
and, more notably. Alice Nunn- yes indeed, none other than 


features. The c 


‘Lange Marge” from Peeve Big Aventure, She's the highligh 
Ах fr he horror content, well there эге а couple of blows o ù 
head administered by the killer, some glooming around in the 
shadows, and that’s about your lot 

Beats беч im was a sevenieen-minute short based o г 
Ambrose Biense sory called The Hound Window (1973) 
followed Ву a ten-minute short called онбеш (1975) for which 
he received an Academy Award Nomination in 1976, for Best Liv 


Action Short Film. He has several credits as an executive produce 
for TV through the nineties and beyond. 
Made in: unknown 


HUMAN EXPERIMENTS 
Gregory Goodell (1979) 

aka Beyond the Gat 

Along the title leads опе to expect а ем with 
‘copious torture and nastiness in the style of АГ Freak 
and The Tolar Murders, this is actually a wellactd чо 
middling thriller. What Jo you mean, ‘How disappointing? Rache 
Foster (Linda Haynes) is a toughened pro of he Country an 
Westen circuit, eit but wary, as befits a woman making һе 
way in a world populated by the Hikes of exploitation monster 
hire Aldo Вау, here playing a sleazy nightclub owner who раз 6 


‘make on ber during the film's opening scenes, The tense first x 
inflicts a borribly plausible run or bad fortune on the ста 
Jead. as she stables ofthe high road into the aftermath ofa 
family slaying. only to be blamed for the killings herself. Tensi 
and mood are admirably maintained: Goodell knows how to hold 


Nightmare USA 


па anention by feeding us information bit by bi, ting the 
‘scumulation draw us in, When Haynes is sent down for the 
anders, the usual clichés of prison life beckon, but the fim plays 
silly inside the formula, with he heroine's gradual collapse 
lender pressure given time to escalate belicvably. Some films 
с stampede to the melodramatic end of the seale too 3000: 
‘Goodell takes is time, etting the drip-drip pressure of prison life 
so the odious attentions of resident psychintris'creep Dr. Kline 
(Geoffrey Lewis) do their work. By the time Rachel is steered by 
he mad docto ио crawling through a ventilation shafi seething 
sith creepy-erawlies we accept that she's primed to flip her lid. 

Gregory Goodell is the author of Independent Feature Film 
ctim: A Complete Guide from Concept Through 
Distrito, book int published in 1982. Human Experiments 
жэ» his debut ilm, aller which he moved into television 
Siping and production, eventually reappearing as a (TV) 
rector in the mid-nineties, The executive producer of Human 
Experiments was Edwin Scot Brown, director of The Prer 

Made in: unknown 


1 DISMEMBER MAMA, 
Paul Leder (1972) 

aka Poor Albert 4 Little Annie 
Once 

What good i breeding if al resale ts ultiplicton 
formi?" So asks Wealthy young боор Alber Roberson 
{Zooey Hall) before escaping боп a low-securty mental home 
то which he's been admitted by his mother Joanne Moore 
Jordi). Heading for the family home with vengeance in mind. 
ве arrives to find the house empty except for the maid, Alice 
(Marlene Tracy). Demanding to know if she's virgin, he then 
rapes and murders ber because she ays she has а daughter. The 
daughter, clven-yearold Annie (Gert Reischl). duly arrives at 
the door Alben tells Annie that Mommy has 
vile and he is o take care of her, The two then embark upon a 
day of in and games at the amusement park, with Alber 
extolling the wonder of Annie's purity and innocence, before the 
eo of them retire to а hotel for the evening But te ta nig 
when Annie is asleep in the bedroom, Albert brings a prostitute 
{Rosella Olson) back to the room and strangles her, Annie wakes 
ор. and discovers the truth about her new friend. 

{Dismember Мата was originally called Poor Albert & 
Linke Anne, which gives a better précis ofthe film than the more 
famous and provocative moniker, Marcial dismemberment is 
conspicuously off the menu; what we have instead is a character 
Study about Albert, а spoiled rich rt psychopath, and his chaste 
‘dream date with Annie, the pre-pubescent daughter of his 
mother's maid. Isa frequently irritating Bm though, with musie 
that stripa the filim of mood, or blaring overstates the case 
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(Herschel Burke Gilbert worked primarily on TV shows such as 
Gilligan Island; and bay does И show), Zooey Hall is 
convincing as the killer, and his intimidation and assault of Alice 
is genuinely unpleasant and unnerving. But this is another 
"ose psycho Мите Пет abaut a mut obsessed with female 
purty, and despising of sexuality, N's a character гай 1 find 
aer wearing. | usally try to Find a point of empathy with the 
Killer in а movie, as ong as there's at least some sor of psycho- 
logical dimension at work, but confes this particular brand of 
lunatic obsession leaves me cold and distinctly unsympathetic 
Mare В. Rays Scream Bloody Murder dresses up the same 


central character study with enough bizarre excess lo get me by 
but here the killer's purity fixation is too bald and unadorned fr 
‘me to have fun with the picture, Instead spent he whole film 
loathing the central character and wishing "Ше Annie" would 
sut his thront. 

OF course, е subtext, not so carefully hidden, is pedophilia, 
Albert never lays a finger on the child, but his obsession with 
purity and нос innocence is pedophilia dressed up in 
denial. His dream date begins with the romantic stand-bys of 
amusement parks and boating lakes, but a child's day out with an 
older man doesn't normally end with а night xt а hotel. When the 
unsuspecting Annie falls asleep, Albert grows more and more 
agitated, staring at her unconscious form and pacing round the 
houel suite, uying to deny the contradiction that lies at the heart of 
his worship of purity: the desire to defile it. Leder sims arc all 
preti slow, but here, because the central relationship could never 
he “consummated! onscreen, the film drag t hcl and struggles 
бо maintain tension, ending on а rushed and unsatisfying about 
face: Albert realises that Annie has seen him strangling the 
prostitue, and in a couple o terse lines decides that she's now 
“jast the same” as other women. Presumably he reaches this 
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“Poor Albert & Lite 
1 Dismember Mama) lays he 


conclusion because, being а ка соев egotist, he finds i 
impossible ta Foel guily for betraying her trun, but the script 
refuses 10 provide the insight so it’s really anyone's guess 


The writer bere is Wiliam Norton, who worked with Leder oa 


with three completely 
p far too much screen time. Dr, Burton (Frank Whiteman) and the 


cual and орсо cnc taking 


detective (Greg Mullavey, star of the superior Leder outing МУ 


Vi Ee мде ris Noris rate tec Unger Mi et 
simply wasnt in the movie 


the most of his role and gives the deeply unpleasant Alber 
and plausibility 


Made in California. 


see also: My Friends Need Killing and Sketches of Strangler 


1 DRINK YOUR BLOOD 
David Durston (1971) 
See interview with David Durston and Bhaskar 
Made in New York Stat 


JANIE 
Jock Bravman (1970) 
Janie (Mary Jane Carpenter) skips schoo! and decide 


hitches a rid with a middle-aged woman who invites her bask 
her apariment. and loses no time coming on to her. Janie ls 
seb, takes bth, then straddles 


Daddy returns, and father and диң 

all about her escapa 

Поема throu 

making it up, until he 

Ships! lic ine peye 
1t sound so fabulous, 


Nightmare USA 


movie made by Sadie om The Lot House ve the Left So, 
classic of seventies sleaze, then? Well almost.. except that director 
Jack Вали pads the film mercilessly with multiple recaps of 
What's gone Before, extending the aftermath of each murder with 
ipee repetitive flashbacks. uri is already short, around sixty 
five minutes, but if you remove the flashhack montages 1 doubt it 
would serape to forty. That's room for another two motiveless 
murders! W'S the soundtrack thongh that really messes things up: 
Basically sity minute jam by а noodlesome acidrock group 
calle “The Fea’ i plays continuously throughout he film. 
seemingly unedited, veering from pedestrian riffing o increasingly 
tiresome беш-он. “The Feat drizzle their racket all over the 
imn from tr to finish; t's possibly the most obse and unsophis- 
tiated use of film musie I've ever beard, Ten minutes would have 
жееп a trial, sixty jst a bummer, Imagine the Jimi Hendrix 
Experience reconfigured as a mis instrumental outfit by three 
tales hippies, given vast amount of dope and then told they're 
fantasti. Relatively minor problems, like lad actress Mary Jone 
Carpenter looking closer to thirty than the required sixteen, pale 
into insignificance. Jane's omnipresent voice-over expressing her 
schizoid dissociation and contempt for others goes on a bit t00, 
“йону! we're used to such money-saving contrivances in uli 
low-budget filmmaking (sce Wishman, Doris), But is come to 
something when you can watch а film like this and say you wish it 
hal been directed by Rober Findlay. 


Made in New York State 


HEJAR 
Brace Toscano (1989) 
aka Charon (US copyright database tie) 

Pai (Gary Wallace), a lonely businessman bochelor out driving 
lateat night, is involved in a collision with another vehicle. When 
эе palis over and rescues the driver, an old man (Les Miller) all the 
stranger cares about is retrieving а large jar from he back seat. Paul 
ves home, ing the old man with him, but once there the old 
тал disappears, leaving only th jar = which contains a pickled 

foetus. Almost immediately, strange things ап to happen. 
Paul experiences hallucinations and bod dreams, and comes o. 
believe that his lonely existence has been invaded by a malevolent 
vaperitunl fonce. 

The Jar isa real oddity, leaning so heavily on looming 
mbolism that the pape plot plays second fiddle to whatever. 
‘eise was on the minds of writer George Bradley and director Bruce 
Toscano. White it's usually inadvisable to attempt amateur psycho- 
analysis without reference to atleast an interview with the 
fma, The Jar seems positively to demand exegesis on the 
Psychological evel. So with the necessary interpretative caveats in 
place (ie. I'm guessing), here's what 1 saw in The Jar. 

"Pai sigh effete manner and the constam positioning of him 
as victim frequently mude or semi-nude, suggests the possibility ofa 
лу reading. (Plus there's something about he way Wallace wears a 
Pair f jeans that just screams "metropolitan homo!) The actor's 
sint, resolutely un-macho screen presence and the character's 
status as a single man prone to Visions o quasi-sexunl victimisation, 
заа story about someone struggling with a closeted sexuality 
However, given that the film's only oder key character, Crystal 
(Karen Sjoberg), is set up as а possible love interest, i's hand to tell 
where Poul 's seul confision ends and the writer's begins. 

Tbe recurrent symbolisin of the jar and itx silent, malevolent 
охиран points towards a peces of guilt gnawing away at the 
‘character. Could Poul be guilty that be's not conrbuting o the 
continuance of the species? Or else “The Jar” could represent the 
lose itself, with a deformed creature trapped within, silently 
reproaching the dresmer etapas. In nor going 10 ler you keep 
haunting те. I'm nol going to let you tear me apart, Get out! Get 
ош!" Paul screams. The twisted denial implicit here suggests dut 
the very symbol of the character's selfrepression is blamed for the 
presion itself, with tthe knowledge blamed for threatening 
the success of repression. “You hae taben everthing away бот 
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‘me. and lefi те alone," Рай accses it, which sounds like the plaint 
fan unhappy gay man attacking his own orientation, ОГ coun, 
this reading is correct is Paul's guilt, not his sexuality, that 
condemns him to loneliness, because he fers to share what he feels 
he should not be. 

Pais dreams and hallucinations are populated by a number of 
‘characters. But who are they! The firs we see is a boy rising up 
боп а bath full of blood. Then there's the sirect-kid (Dean 
Schlaepfer), sometimes brodingly aggressive, sometimes tear- 
‘stained, who tums up in a seene where Paul dreams the two of hem. 
are standing together on u ledge of a high обор. The 
Solisiticharcieisti quality of the fim suggests that both of these 
figures are younger versions of Paul, although the latter, with his 
hoslersh appearance, could also be an illicit object of desire- Paul 
also dreams of a йе giri who lets go of the string of her balloon 
lik a spermatozoa”) and then reaches out о hold his hand. Perhaps 
she represents the daughter he'll never have? Who knows? "Maybe 
ун want to now oo mach. Paul chides, when Crystal persists in 
asking him questions. He drifts off when sh engages Paul ina 
ометао about the merits of psychology, and the soundtrack fils 
up with a menle ong sound, blocking out what she's saying 
Whatever ele is poing оп, this i fne a film about repression! 

A for the old man, his status, real or imaginary, remains 
uncertain h's tempting to read ibo caters between Paul and he. 
‘old man ın simple Frewlan tems аз а homosexual encounter, but 
since no one else ever sees the man, and Pau never shows anyone 
the jar and its occupant he cold be yet another symbolic reproach: 
бз time ап accusing aber, perge. In the ims final scenes, Paul 
Bocs seeking comfort ftom Crystal, daydreaming about the o of 
them making passionate love together. However, when she answer 
the door and they embrace, she turns into the old тып. an inevitable 
development that makes i al e mare likely that the natur of 
Paul's problem is suppression of sexual orien 

Аа i-mate lurch into action-adventure in the last fen 
imunes suggests two different production periods spliced 
unsuccessfully, together. Perhaps finishing money was only 
available оп condition that the narrative be opened out, at wh 
соч to plausibility, Bruce Toscano strange itl im deserves 
«гөй fori unusual approach and concept, and if were you I'd. 
give ita look if you see around. 1 hesitate to make comparisons 
between The lar and Eraserhead as they would set up unrealisti- 
cally high expectations, but wouldn't e surprised if Lynch's 
паза uppermost in Toscano mind - he certainly prorbses the 
unstable reality of his central character to a similarly обрыве 
degre. I would be interesting o know what Toscano did next: The 
ar, shot in Denver, appears t have been his only im, but there's 
enough going on here to suggest that a second Toscano бит would 
have boon of real interest. 


Made in Colorade 
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THE JEKYLL AND HYDE PORTFOLIO 
Eric у Haims (1971) 
ska Јан and Hyde Unleashed 

Haims already had form in the medical 
көз porno mind-coni for called The Ser Machine (1971). 
However, it's а wonder he wasn't struck ofthe directory register 
after The Jekyll and Hide Proll, а slumsy but fen hilarious 
‘confection perhaps best appreciated by Andy Milligan fans, thanks 
1o a superficial resemblance to Miligan’s work. A period setting. 
creaky stock musie ewes, a deformed retarded servant and grainy. 
blown-ap 16mm photography may have you thinking this is an 
undiscovered epic by the Staten Island maestro, although he 
absence of Milligan 's wall-to-wall dialogo o his thematic 
obsession with family corruption eventually compromise the 
illusion. The opening scene, in which a girl оп a swing is impaled 
by a pitchfork, iva haphazardly edited mishmash straight out of 
The Спан Ones, but the giveaway is Haimy' use of slow- 
motion, a selluloid-hungry technique the cash-strapped Mili 
would never bave countenanecd! 

And so follows a lethargie combo of sex, violence and 
costume drama, as police investigate the tum-of-the-century 
Florence Nightingale Institute, where the staff and students - who 
seem to divide their free time between making-out and staging 
theatrical adaptations - are being knocked off faster than the lab 
specimen they cese cave, Haims delis in showing his 
actors poke around in the innards of freshly dissected frogs, his 
camera gawping enthusiastically — rather as René Cardona reveled 
in gory heart operations in Night of the Bloody Apes. This is horror 
ж might be conceived by а twelve-year-old boy, nd while tbe 
‘moderately explici sex scenes would prevent that age grup from 
seeing е film the overall tone is defiantly immature 

Perhaps to counteract the childîshness with а himt of sophisti 
canon, there's a self-conscious campiness to some of the dialogue, 
and the lesbian drooling of the bed nurse has a certain broad- 
brush comedy but, as failed camp is one of the cinema's least 
appetsing dishes, they'd have been better off playing it straight 
Elsewhere Haims tries to mimic the dated conventions of the 
poriod-horror setting. a brave move on what tooks like а $10.000 


orror category, thanks 


budget Sadly the Gothic approach f the es than 
stellar actors, who were presumably cast more for their willingness 
1o bare their snatches than for their ‘stylized line-readings. No 
wonder they're adrift though: Haims has a detective talk directly to 
‘camera (a Pagrantly modem device), while random electronic 
squeals on the soundtrack demonstrate a cavalier disregard for 
period ambience that Jes Franco would admire. As for literacy. а. 
Nolceovera the beginning tells you all you need to know: 

‘Strange tole of evil men and women, monsters some call hem, 
have evaded he minds and imaginations of e superstitious and 
Ihe curious for centuries and centuries. Such à human monster 
oen the one to whom many have labelled the mast sadistic алы evil 
ftem all: De Jekyll and Ме Hyde а name that conjures np ан. 
mediate specie of corruption. ММ and esl. Infamous namer 
‘tha come immediately to mind are those of Jack the Ripper, the 
Borgias, Bluebeard. Rasputin. ihe mod monk, the Margus de Sake 
zie Boden. und many others 


в because 


Made in: unknown 


KISS OF THE TARANTULA 
‘Chris Manger (1975) 
aka Shier 

‘Young Susan Вгийеу (Rebecca Eddins and Susan Eddins), 
wo loves spiders, lives with her kindly mortician futher John 
{Herman Wallner) and mean mother Marth (Beverly Eddins at a 
big old funeral home. Martha hates aha ("Don ouch me, you 
smell of chemicals and death) she hates Susan, and she oaths 
Susan's Ие spider friends. The only thing Martha cares about is 
John's money, and she's prepared о seduce her husband's brother 
Walter (Erie Mason) о yet it. Together, the го af bem plot to 
‘murder John, but Susan overhears them and releases а rana 
Martha bed. Martha dies of a heart attack. Years later, ot high 
schoot, Susan (Suzanne Ling) is sill not happy. Shunped by her 
peers, and plagued by amorous innuendos from her Uncle Wale, 
she has retreated into a fantasy world where her pet spiders are her 
only ru friends: One Halloween night a gang of boys breaks in, 
intending to steal a collin. They force their way into Susan's 
basement and crush ове of her tarantalan, Later that night she 
follows them to a drive-in date. intending to scare them by 
releasing spiders into their см. Instead of scaring everyone, though. 
She accidentally causes their deaths: in the panic, a window ie 
‘broken and one victim bleeds о death Another has his neck broken 
as hls friend crushes his windpipe against the steering whee. The 
only survivor is Joan (Rita French), and she's driven insane. Nancy 
(Patricia Landon) suspects that Susan is responsible after 
overhearing ber apologise to the comatose Joan, and tells her 
boyfriend Во Jay Scot Ne; the only one of the gang who wasn't 
a he drive-in that night. Do seduces Suan then tums nasty, 
demanding to now the uth about the deaths. Betrayed and angry 
Susan sets her spiders on Bo as he works down a heating duct. Can 
she keep sting away with murder? 

Киз of the Тагала is great fun, but there эге quite a few 
problems: Suzanna Ling, who resembles a cross between Marilyn 
Bums and Diane Keaton, is too beautiful 10 convince as a 
wallflower and high school reject, and if she loves spiders, why is 
she willing to put hem in confined spaces (a car, a heating duct). 
with people who are obviously going to thrash around and squash 
‘hem? (Not that the spiders get squashed for real, youl be glad to 
know), Susan contrite about the fate of the giris in the си, bot 
what did be expect = hat they would dig having штам 
crawling over бета? Sasan is presumably shunned at school 
because of her fathers occupation, but this i» never even mentioned 
"y her peers. Walter деву hates his brother John, but why? What 
is ir that makex Susan feel o close to spiders? The only indication 
isa scene where ber mother secs her playing with one and shes 
i, saying i's disgusting. Surely there's more o her Jove than 
childish rebellion? 

So, ifthe story is so poorly developed, and the motivations 
implausible, what is there to enjoy? For me at east, quite a lot: КИ 
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по as à morbid seting (much f the action takes pce. 
and around a marvllously Gothic funeral home, set alone in. 
y woods redolent of Laci РЫ» he Hoe by the 
cer) the gtband-her spiders concept ix so weirdly charming 
‘can survive the glaring inconsistencies: and the death scenes 
ash slighty silly, are actually quie zam and memorable. | 
enjoyed this novi in the cinema back in 1982, and the УР, 
ich restores the clarity of the photography, has sealed the deal 
naive electronic score by Phila Bishop, ho also provided 
Willard Huyek's Messiah af Ei and Thomas Alderman 
Sever Arm, is disarmingly cheesy and Moopalicious, and 
bere it опе great sequence that deserves o be singled out, in whic 
Susan pushes her amorous unele down the stairs and paralyses him. 
before dragging im off othe funeral parlour and sealing him іа 
сий, as Sisan ийзе 


coffin. The proces is shown in fascinat 
а mechanical сотые о finish the job 
уо! Phantasm and Phamtam 2, youl probably get a Kick from 
this monkeying about in the morgue. 
Kins ofthe Tarantula (or Shudder ax а was called on ts UK. 


ой, like me, you 


lease has been dismissed о ignore in most retrospeetives of he 
enre, perhaps because its forlorn quality is nol quite pulpish 
enough. In this it shares a gene wih the films of 
este partner Daniel Cady produce n, and lon 
Henning Sehellerup (Матиз Dirty Giris) shot it There's a sort of 
Ньусчап grimnes to the mise еп scine, while the theme of a 
tured young woman seeking peace and happiness with her 
be should alo ring a few bells for fans of Hayes Dream No 
xí Munger’ first (йт was California The Year af the Commune 
ba The Good Life (1969), followed by Black башт (1974), i 
onsen which he worked as camera operator and associate 
user оп James Bryan's Escape o Pasion (1970 see chapler 
2 Bryan), but sadly it seems he never worked again after Кз of 
Tarantula. Features aside, however, Munger continued to work 
in film. The noted human rights campaigner Dr: Gregory Stant 
‘Chris Munger, a professional inmate accompanied те 
o one af my trips їп the summer of 1986 an hir cad hand o 
video camera produced tapes that | hope wil someday be made 
vo documentary fim about the Cambs genocide The 
smb Genocide Project wor a grant from the Unite States 
lestie of Peace o produce a rough сы of a fm, but we have 
never secured adeguate funding 10 complete the Jilm 1 ave ied 
er all the videotape to the Cambodion Genocide Program ш ше 
эч also have originals, so tl hope а documentary fünmoler 
JL be able to эзе he wes testimony we collected. 
se hup: rw penocidewatch orges 20Call n] 
Made in California. 


ime end 


THE LAST HOUSE ON DEAD END STREET 
‘Victor Janos {Roger Watkins] (1973 [released 1977)) 

жа The Fim Hause 

aka The Cuckoo С 


of Hell 
The Last House on Dead End Siret ix us far removed from. 
the majority ofthe ims reviewed here as Saturn is from the 

Earth. W's а ferocious, cynical, misanthropic exercise in brutal 


that nevertheless has a rapier intelligence, making ia far more 
dangerous psychie experience than your standard hlood-and-gore 
epic. For years known only through a few appalling, virtually 


имаа bool videocassettes circulating among he more 


jaded and obsessive horror fans, it fi 


ally emerged on DVD in 
2002. in a deluxe edition that brings ias close to visual and 
Auditory clarity as humanly possible, given the rarity of material 
and the technical limitations of the originat 


Terry Hawkins is a filmmaker sick of producing standar 
pomo for his asshole producer, who decides to make a зш 
fim. Assembling а crew of sociopathic associates, and choosing 
as his location а mouldering. empty house with an overwrought 
Gothi façade and roam afer room of bare-walled decay, Тапу 
invites his “cast” to join the part. Once assembled, these 
individuals 


all of whom have pissed Terry off in some way 


mentions, Understandably 
disinclined о play along. the victims are chased, confined, 
benten, mentally assaulted and physically tortured, ай the while 
being subjected toa verbal barrage of contempt from the 


director, П no spoiler if I tell you that they don't Inc happily 


ever after; I'm merely directing yout attention o the film's title, 
Which for once has a chear and direct relevance to events 
(ironically, the title was concocted by a subsequent distribu 
replacing the Hackl comic original, The Cuckon Clocks of Hel 
which Watkins apparently chose from a story by Kurt Vonnegut 
called Mother Night.) 

For lovers of cinema extremes, The Last Howse оп Dei ind 
Smeer is he real дем. Everything about it gives off a forbidding. 
hostile vibe, a malignant radiation that sends your toxicity meter 


BLOOD -CURDLING TERROR 
YOU'LL NEVER, EVER FORGET! 


AGothictate 
of a house 
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The Last House on Dead End Street ty 
Фа play as The Fun House ir a 


IT'S BACK! THE EVIL THAT HAD YOU SCREAMING... MESI TE 


‘moments where you laugh out loud: but its the laughter of 


T'S ONLY ee E E 
А MOVIE! р 


just suc aste, with two fellow speed- freaks, Chris Barber and 


Grant Petit (see The Eyeball Compendium). It was the late 1981 


ıa time when we would sek out he most OTT movies to fee 


own amphetamine psychosis. We'd been up thee 
and were entering the fourth, cighty-four-hours of wakefulness 


feelings, wires you o the anl 
and when taken for Jong periods of time foster а powerful ens 


‘of social disconnection. Factor in the ballucinatory state that 
such a long time 

1 House on D 

ome bubbling vileness 


occurs when you deprive yourself of sleep 
and it's easy to see how a film like The 

Siret can speak to your condition like 
ftom within. The atrocious video сору actively encouraged. 
hallucination, but beneath the fuzzy colour and distorted s 


the movie se was seething with a deeply weird and nasty 
seis wid 


energy. The film played with masks at al 
iier and ritualistie menace, ii с 


telling he entire story rom the point of view ofthe psychopat 
ke brutality bringing the worst of all 


and the going 
possible world 
Succeeded in fingering your every erel and callous wish богй 


own on the victims: Here at last, was a film 0 


it didn! let itself down with соту music. 
y and primitive, and whe 
was barbed; red in teh and claw: 


screw up with trite 


Vibe ricocheted between 


down to the wire, the 
ad a really had attitude, not he 
Dro ranged, unschooled, Бы full of 

"Roger Watkins (we can dispense withthe ‘Victor Jan 


that can be mase-marke 


pseudonym) not only directs but also plays the lead role, and 
portrayal of vicious, ei 


Although at the 


tempus Terry Hawkins is 


irt know for a fact that the star was 
ум. For a maniacal 


the director, 1 nev 


in sch an intense ric fîlm to attack another actor 


frenzy, while shouting, I'M the director of Hs fucking т 


vas just foo provocative an image: you believed 


heat Watkins missed his calling as an act 
ame but perhaps understandable. He's а poweri 
would likely have been 


Herzog to his Kinski, to ilie that energy 
The score is evil psychedelia, assembled 


through a variety of grungy, primitive effects pedals It invokes 
Ded by VICTOR JANOS + COLOR truly malevolent surrealism, which — far 


or wonderful effects - feels Tike the authentic product of a 
he film that extra chill 
seeing “a real snuff film's it's 


я haywire. Of course, the sy 
conventional film. What gi 

pure hate that oozes from every pore of the project: 1 can think of you believe that the 
been authentically s 


is Гуе given could yield afur mone ^ disturbed mind. Wh 
the aura of somehow believe 


its unique sat 


ло other feature film tht so relentlessly portrays such agre mm 
xa parle 


pink sensibility there, well ahead of the curve in 1973. Altho 


Joathing. You have te carly Пит expressed simi 


Vd murderers, "Next time you want o kill 


the Sex Pistols were musically banal, Johnny Rotten wa the firs 
rock star to achieve mainstream notoriety entirely on the basis of write и, draw i, paint t; Because th 
an atitude of negation, hostility and scom. Before that. such Т make are ту crimes, only 1 gt paid for them” pue 
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occasional garage punk single from the 
The Seeds, "96 Tears” by ? and the My 
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Morrisey took over The use of masks and other symbolic devices, 
ike horns and hooves, gives the killers an otherworldly appearance, 
sending the viewer's mind spiralling through leary and mythical 
хао (especially Greek drama: one of the female associates 
pears possessed by Dina, the Goddess of the Hun), This is ant 
ста as made by a penniless psychopath, On the other hand, ihe 
tines’ of talentless hacks trying to dress up thcir dogs-dinner 
ors licks with pathetic pretension is skewered in the dialogos, 
‘2 onc soc perperato gets “skewered” in a "hom sene later in 
е action, so "a is mot a word to tons around phy a far ax 
Watkins is concerned, What emboldens me to use the term in 
relation to Dead End Stet is the hermetic, self-assured world that 
S creed, with every рап of the filmmakers arsenal brought into 
play to achieve е film's айык goals Even though what can be 
== today was reputedly cut down fim a three-hour version that 
e director considers definitive, tl comes across as а perfectly 
toned artwork. One can admire e savage monomania ol. say, he 
sly Guinea Pig fis rom Japan, without ever feeling ha the “A 
word is appropriate. I doube those guys would care, but Watkins 
eri docs; an aesthetic dimension is maintained in The Lat 
и Dead End Siret, with varying levels o artifice, clever 
Бити, theatrical risks and a wonderful visual gag involving a 
stacked through an empty window frame that clearly 
Expresses the desire t ре ош м you across the iresbold of the 
aereo (rather as the ahud ghost docs in Hideo Nakat's 
2) Watkins nics а thrilling vertigo by funnelling you towards 
jas and sounds you've never anticipated, so in a way, the less you 
shout the fines of the victims the better. I's one hell of a trip: 
pav don't come running lo me for the bicarbonate of soda. 
Roger Watkins responded to this review with the word: 
Beautiful. 
Which was а relief, You don’t want an e-mail saying “Die” 
rom the director of The Last House on Dead End Street -~ 
EVERYTHING wa pissing me off n the real world at the 
time and tl н. Crystal methane only fuelled he mater (the 
т suf not hat cow manure Btery acid shi tas going 
sound nov. This stuff waas straight from Switzerland: the Sando 
mp 1 believe), 1 only gave it up when, afier pwo year of 
smb woke one morning and dn Anene wht the bution 
pë shirt was for: Mv frends (especially Ken Fisher) stack with 
ne roh thick and shin during the production of the flm. They 
4 t stay in character beween scenes, tn fact тон of thems 
rere bun doing homework for heir college clases The entire 


sev (what tie there was of was actually quie relaxed 
Benseen takes ne for ome scene... e operation scene" The 
actress (Nancy Vrooman) was visibly shaken during the ere 
perience. very nervous indeed. She even demanded thot he 
ropes whlch seem to bind her be tied то absolutely nothing. Nancy 
roman is my favourite cat member Why? Because she had 
never ace im anything before. dicht? know the ела hing about 
filmmaking and was called upon to commit а plethora of 
cinematic crimes ай of which she did very well and without 
— 

леу usally very adolescent or fm-schoolish — or atleast a bit 
"cut when someone makes а Пит about making a film. Bat 
yeu get away with it, 100%, Did you worry about this, did у, 
hesitate before making something recursive? 

agree. Ріпа about the making fms are generally а 
crashing bore. But e hi one would work 
Like everyone who admires the film, I'm curious about the 
original cut. If you could reinstate three passages missing from. 
the existing version, what would they be and where would they 
фи? And where does the existing version fall down, for you? 

Jf] ou reinstate re scones: definitely the one where 
Sweet finds himself in hix own house after sucking the deer log 
ond jw prie to geting his eye drilled ош; a long (six minute) 
‘racking shot of Bll wandering though the vast recourse of the 
dig: and sequence of He nwo prostates inthe park 
помощь by te children. The m falls apart at he ver 
img for me. [ти and directed the fucking hing ond | 
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hardly lw what going оп. The ridiculous flash forward was 
inserted by the ridiculous distributors. Bernie Travis was a пот 
‘alent, show Business wannabe who happened to be bes friends 
кий Leo Fenton the distributor of бе in. А mere messenger boy 
хдо talked Leo into the fact that Terry and his minions should ти 
go unpunished for sheir expli, thus ruining rhe entire fl, 

Con you tell me a bit more about bow you put the musie 
together? 

The music was sock muste сийе from the musie library of 
Ross Gay, an editing house оп 48h Siret in Manhattan Jin 
Flamberg ond aded the phasing «бесы 
1а Last House, Terry seems to have grown siek of working with 
asshole porno producers. Did things get better for you in that 
world afterwards, or did you get used to it? 

Fur the real porno producers | worked with were pre 
fay ууз whom 7 liked very much. And as opposed the 
legitimate distributors they abs paid me the money hey owed 
те This а major deal in the fm indus 
Roger Watkins passed away оп Tuesday 6 March, 2007. 

was jst 9, 


Made in New York City. 
эс alo: Shadows ofthe Mind 


LAST RITES 

Domonie Paris (1979) 

Dracula Last Rites 

When the local funeral parlour attempts to deny Marie 
Bradley (Patricia Lee Hammond) the right to have an open-sasket 
wake for her recently deceased mother (Mimi Weddell). she and 
her boyfriend Ted (Michael Lally) protest, only to discover that 
‘heir small town has boen taken over by an exclusive cabal of 
vampires who conto the local emergency servies. These highly 
organised Мемет» prey оп accident victims and then quickly 
stake them, in case they rise up and pve the game away Ву 
overpopularing the town with monsters. Sheriff Orel (Alfred 
Stine Doctor Cummins (Victor Jorge) and undertaker Ме A. 
Lucard (Gerald Fielding) are all in cahoots, using their positions to 
hide their exsanguinary extavagances. Thanks to Marie and Ted's 
intervension, however, Mns. Bradley avoids being staked, and sure 
enough goes missing from her cofin. 

There's а great premise here, akin o one of my favourite 
studio horror films of the 1980s, Gary Shermans Dead and Auries 
{a small town full ofthe undead) or that wonderfully offbeat 
French vampire film Traitement de Choc by Alain Josua 
(vampirism as an exercise in corporate man management). There's 
‘vena glancing similarity to Peter Weir's debut ick, The Car» 
That Ate Paris. Dracula's Last Rites has an ambitious score, and 
seductive, meandering title theme that reminded me of al s 
progressive maestros Goblin. So whar the problem? Well, Гус 
tied three or four times to pet into this movie, and each time I've 
heen defeated by director Domoni Paris's sowie pacing and 


pr 
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pedantic visual style: ry oto fast-forward fms if I'm 
reviewing them, but sometimes human frailty inercedes. Paris, 
‘wha shot she movie himself, has a habit of sig slow zooms to 
show us things we'd noticed within a couple of seconds, and be 
frequently lets shots dally to long before eating, which dra 
down the pace of what could have been an aeeptable Вр: Piot- 
wise, the il shows its hand in the first ten minutes (bense the 
apparent spoilers in the above synopsis) and then has nowhere to 
igo as the hero and heroine plod dutifully towards a truth we 
already know. H is possible to generate suspense under such 
conditions (Hitchcock thrived on showing the audience things his 
‘harsctes didt know) bt I'm afraid Mr. Paris is not the Master 
of Suspense"s natural heir 

But hold on a second: there in something worth watching, 
even if you need the patience of Job to get to it. I'm referring to 
Mrs. Bradley. the old lady who turns Боот and eludes the 
vampire authorities. She koks fantastic, acting wih the bizarre 
over-emphasis of an Andy Milligan character cirea The Body 
Beneath, and her sad, half-assed attempts at vampirism bring 
something new to he undead repertoire: an nir of uncertainty and 
hopelessness. The more ink about it, the more Mrs Bradley 
seems like one of the cinema's most poignant vampires, She's a 
confused old lady catapulted into the realm of the ning dead. and 
she simply can't hack it. The seene where she menaces a docile fat 
‘Gt who's taking ош the trash, bot fails to even seare her, never 
mind snack on her life essence, left me strangely moved While 
vampire movie fans prefer intellectual aristocrats (e.g. the original 
Dracula ое The Acton) slinky lesbians (Daughters of 
Darkness, Requiem pour un vampin ther jacketed likes 
‘of Kiefer Lost Bovy Sutherland, let's spare а оор or the 
прі undead, wandering through the night displaced and 
себе, hungry for something bu wiih only а vague. 
Alaheimerish sense of what, exactly You have to sift through an 
awful ot of dross in this fil to enjoy the fim stuff in his book 
Danve Macabre, Stephen King likened the horror aficionado to “a 
propector with his panning equipment or his wash-wheel 
seeking treasure amid the sand and mud of the genre. I think he 
meant that’s how we find good Ийе Путь mang the truly 
этсе, rather than god scenes in wretched movies = but the 
Principle, if not the degree of desperation, is the same. 

"Pars has carved a minor niche for himself since the 1980 by 
compiling tradbmovie compilation tapes, including Або, Macks 
‘and Zodiacs (1995) which gathers together clip» from famous 
blaxploitation films like Fory Brown and Super with less wel 
known material ike Thot Man Вой and The Soul of Niger 
Charley, Various online commentators have castigated Last Rides 
for its occasional technical deficiencies, such as glimpses of fins 
lighting equipment in frame, and shots that reveal the scaffolding 
ond wooden strats supporting the sets. There's no denying these 
flaws (although cinema mating wouhi doubtless cover up most of 
these slips), but to cal the film ‘home-made’ эк some have done is 
to ignore the true domestic artisans of cinema, like Joh 
Winesgate өг Chester Turner. Dracula Last Riter has technical 
Пек» (so does The Shining, actually), but ts опу rel problem is 
pacing. Speed everything up and this could have heen э much fun 
ax Alfredo Zacharias Demonoid. 


Made in New York Sta 


LETS SCARE JESSICA TO DEATH 
John Hancock (1971) 

aka Jessica 

aka The Scot Beneath he Lake (Canadian promotional tite) 

aka What Killa Sam Dorker? (working tle) 

Let's Scare Jessica To Death is a rural paranoia ale shot in 
hallcinsory style, which coasts along on а chill wind of spooky 

ty before dating The Undead imo service for the last 
По, and sometimes rather careless with йз narrative 
ingredients, but it's still one of the best low-budget American 
horrors of the seventies, and shares, with other underappreciated 
fis like Willard Huyck's Messiah of Evil, a zoned outpost 
hippy artiness that owes as ше to Fonda and Hopper as 
Romero and Hooper 

“Jessica (Zohra Lampert has recently been released from а 
‘syst institue mtn the care of ber musician husband Duncan 
(Barton Heyman) and quasi-hippy friend Woody (Kevin O'Connor) 
They take her to a remote spot in rural Conneticut to recuperate a 
a big old house Duncan has bought. On arriving, he trio discover 4 
beguiling young woman called Emily (Mariclare Costello) squat 
the premises: at first startled by her sudden appearance, Jessica i 
charmed and invites the git to stay: а decision she comes to regret 
э nt seems both Woody and Duncan are attracted to hec Strange 
‘vents accumulate Jessien finds an old photograph in the aic 
featuring a young woman who resembles Emily, and a local antique 
‘desler, Sam Docker (Alan Manson), mentions that young Abg 
Bishop, ho uad to live at the houng in he 1890s drowoed in the 
nearby cove: this allies with a white-powned figure Jessica 
‘occasionally sees there. One day, the girl appears again, beckoning 
eros waterfall, beneath which lies the corpse of the ntque 
deser. When Jessica retums with her husband, the body hat gne, 
sod he girl in whine rums away. Troubled by whispering vices in 
бег hend and alienated fim her unsuppartive husband, Jessica's 
sanity is giving way. She рос swimming with the increasingly 
“Sinister Emily, who tries to drown her Jessica runs away to the 
Village, but the old men there are just as menacing. Duncan finds 
‘her collapsed in the woods and takes her back to the house, but by 
now her entire reality is under sepe- 

This haunting character ty stn or falls with its central 
character, and while Zohra Lampens performance may at fina 
Seem lil straine and artificial, И soom develops іно a ture 
эе, a times comparable о Catherine Deneuve's role in 
Polanski's Ron (1965) or Harriet Anderson's tormented 
Karin i Bergman's Through a Glass Darkly (1961), Jessica walks 
with the gauche rait of a dll hoping o pass fr human: her 
movements are cautious re-enactments of rac, an approach well 
suited to the role of an intelligent, sensitive woman recovering fom 
a nervous breakdown. Lampert, whom Hancock firs saw in a 
production of Herat Brechts Mather Courage and Her Children, 
Тоа uncannily ike the anorexic, depression-peone pop star Karst 
Carpenter - superficially wholesome and eamest, yet bony and 
painfully seni 

‘With iis emphasis on sexual and emotion 
dialogue scenes that vibrate with britle discomfort Lets Scare 

uic То Death kas a brooding. мот < ec, суеп though 
much ofthe fl is shot in bright sunlight: There's а pressurised, 
inertial Sunmerof-Love hangover lingering in the air, э feeling 
augmented by Woody s habit of saying tings like “Weal в 
af wandering spirits vom ow?" and Emily's fondness for 
picking ош Fragments of sad melody on эп acoustic guitar I's 
never explained what caused Jessica's breakdown, but she has the 
sura of someone who may have suffered a paychotic reaction aller 
one 1o many tas of LSD. The most obvious sign of the sites is 
‘he Hearse Duncan and Jessica drive, witha pence symbol and the 
жо “LOVE” stencild ов the side, the sort of amusing 
ocentrcty опе might suppose fom ex-students who dig he 

crate humour of the counterculture. Certainly despite 
Duncan encroaching baldness and Jessica's sensible anire, the 
hostile locals see only the car and its irreverence, cursing the 
newcomers as “damned hippies 


Nightmare USA 
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Underlying the drama is à sense of people who are groping 
wards something they e ashamed to admit: а desire to "s 
down”. Hence the house, with its apple orchards offering the 
dream of a retu to the land, and the hearse, which offers а 
лавой reproach later picked up and amplified by the 
ruption of the undead. Even Jessica's love of grave-rubbings 
son be read as another harbinger: when she reads aloud from 
them while in bed with her inattentive husband, its hard to 


void the implication hat mariae itself а sort of burial 
You sense that much of the tension here has to do withthe 
statement of conventional maral codes after the irtation 
Sith ‘free love" espoused by the hippies, And, as in Willard 
Haysk's Messiah of Evil and James Bryan's The Dirtiest Game 
the World, i's sexual jealousy that heralds the return of 
mention and the erosion of alternatives: For instance, as 
Duncan talks after dinner an indeterminate female voice-over 
whispers, ls Jessica picking up Emily's 
thoughts, or simply projecting a paranoid suspicion that Emily 
то steal her man? Jessica fights her suspicions by asking 
Emily to stay, yet something really is going on between Duncan 
and Emily. Woody detects it: when Jessica leaves the table afier 
vticing Emily's mild flirtation, Woody tells Duncan, "ole 
But is Woody really concerned for Jessica, 


"I desine him. 


т merely jealous that the new girl is interested in Duncan? 1s 
Duncan suggesting that his Jittery, neurotic wife see а doctor 
again because he loves her, or is he simply tired of living with 

Fruitcake, and hoping to get rid of her so he can have а clear 

un и Emily? The film's emotional dynamic is fraught with 

ich questions. By giving everyone ambiguous motivations it 
takes on a ferry quality, echoing Henry James's The Turn of 


‘all thatthe lm had 10 offer was а drama of marital 
paranoia, it would scarcely count as a horror fil, What makes it 
‘ork magnificently as horror, even before the story tilts overtly 
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into the macabre, is the handling of location and the exemplary 

apher Robert 
Baldwin is often both achingly ominous and salngly beautiful 
a misty riverstossing for instance, or the dew-soaked morn 


үне of sound The exterior filming hy cinema 


arrival at the house, not to mention numerous scenes in, on and 

nd an obscurely unseing lake. Water provides a link to the 
drowning of Abigail Bishop, bot also suggest another world 
alongside ours, where different physical laws apply. Sound-wise: 
Hancock tums the ti 


saving practice of post-synching to his 
advantage by having the voice-over delivered clone-miked and 
sotto voce, giving Jessica's merry an intimate and clause 
‘phobic quality: I feels somehow to intimate, ike 
eavesdropping. adding 1o the sense of Jessica as a painfully 
vulnerable creature. I's a И we can hear her thoughts through 
her skull, Meanwhile, the musie altemates between the 
strumming of an acoustic guitar, а fax- Ste piece for pano, and 
lashings of primitive Moog synthesizer from Walter Sear (а 
combination that anticipates 1 Libra's musie for Mario Ван 
late masterpiece, Shock). The synthesizer also provides a 

haunting electronic wind-seape, blurring reality and fantasy as it 
cus and whistles over shots of the countryside (composer 
Giuliano Sorgini did something quite similar оп the superlative 
zombie film, The Living Dead at Manchester Morgue) 

The horror films that followed in the immediate wake of 
George Romero's Night of the Living Dead (1968) were more 
diverse than the hordes that followed its sequel, Denen of the 
Dead, post-"78 (although Lucio Ful’ ghostly ghouls in The 
Bevond and Jean Rollins soppy Nazis in Zambie Lak are 
honourable exceptions). The carly seventies saw such diverse 
oddities as: Messiah of Evi (touting a “hippy dream gone sour 
mests “consumer society вове crazy” theme well before Du of 
‘the Dead); Deathdrezm (in which а Vietnam soldier returns home 
sa zombie, and fakes it as а living being): Children Should 
Play with Dead Things (a frivolous ec tal fum surpris- 
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ingly nasty): Garden of the Dead (with talking, formahdchyde- 
addicted chain-gang zombies): and from Europe, Toms of the 
‘Blind Dead (starring zombie Knights Templar on horseback) 
Hancock adds his own posse: they're а gang of menacing od 
теп who scare Jessica with their small-town hostility before 
finally invading her bedroom. They act as though they're the 
walking dead, but they're not tbe shipping sort: they're much 
harder to define. The post-Romero elements are further spiced by 
ıa misture of paranoia, parapsychology and the superata 
effective not least because the fim withholds explanation about 
the relationship between them. "Sty Jessica, stay = уой е home 
Hox" insists а voice in the heroine's head, summoning a blatant 
shiver of The Нант (1963), a film that provides as least as 
mach fue to the story a the идей themes discussed so far, 
Meanwhile, the character of Emily, a sort of emotional vampire, 
further clouds the obvious genre boundaries. h's interesting too 
that Hancock incorporates a “failure of communication motif, to 
Which Romero himself would retum again ad again (see The 
Crazies, Martin and Day of the Dead). 

"Ther are Пан in Hancock's film, but they're sins of 
omission. A certain amount of haziness and а preponderance of 
loose ends is acceptable in the name of the irrational, but i's a 
ply the back-story of the bouse is not more tightly woven into 
"he film: the fate of the Bishops, even the drowning of Abigail 
Bishop is strangely peripheral. Acconting w an interview 
Hancock gave to the editors of Gods In Polyester, the “girt in 
white” was included in the script purely on the insistence of the 
“producers; sadly it shows, as the girl's existence in the real word 
Duncan sees her too) is never explained. Still, there's no 
doubting the overall effect, which is to wrong foot the audience 
and leave us genuinely unnerved 

Lars Score Jessica To Death was shot in twenty five days for 
5200,40, on location ín Essex, Connecticut. Hancock s original 
tile for this, his debut film, was simply Jesca, but when И 
became а "negative pickup’ for Paramount, the ile was changed 
to echo such titularly verbose movies as the contemporary MOM 
acquisition Whar’ the Manter with Helen and AIP'S Whoever 
Slew Auntie Roo? - both directed the same year, 1971, by the 
same director, Cuts Harrington. (1 have to admi а fondness for 
Celso Ad, Castillo's glorious silly Filipino variant on the 
theme, Kill Barbara with Panic!) The retiling suggests that 
Paramount were looking to resolve асы ambiguities by 
pointing towards rational explanation: t's just that the rt 
explanation doesn't t he story! I just about possible о read 
the film as simply the heroine's descent into madness, with 
everything corralled under the heading of paranoid hallucination, 
but there is certainly тә sustainable саве for the (йт as a “dive 
the heroine crazy" drama. Fortunately, the film was never есш o 
force the issue, and remains one of the most mesmerising and 
haunting American horror films of the seventies. 

Hancock, who also wrote the fim, under the name Ralph 
Rose, went on to make Bong the Drum Slowly (1973), а sports 
drama with Robert De Niro and the great Michael Moriarty. He's 
since directed nine films and some TV shows, including episodes 
‘of Steve Bochcos cult hit, Hi Siret Вие and a clutch of. 
шев Twilight Zone entries. Ler Seane Jessica To Death was 
the first movie to be produced by Charles B. Moss Jt, grandson 

‘of theatre president B.S. Moss (see chapter 
оп David Durston and his film. 
Stigma). Ii opened at the 

Criterion on Times Square, a 

prestige venue run by the 

Moss family. 

Made In Connecticut. 


THE LOVE BUTCHER 
Mikel Angel and Don Jones (1975) 
See interesen with Don Jones 
Made in California. 


MADAME ZENOBIA 
Edoardo Cemano (1973) 
ska Zenobia. 

Madame Zenobia is an exoberan,drag-tingd tale of 
secrophilia and witchcraft Н tells of Marcis (Tina Russel), а 
young woman unable to achieve orgasm since the death of her 
lover John. We first see her with a new squeeze, her chauffeur Es 
who dives her to the graveyard о pay her respects to he deceased 
Marcia’ expression of grief is intense, as she figs her pussy 
‘energetically оп the Помет and wreaths estoonig the grave. We 
Soon discover that Erie cannot bring Marcia to climax, and afer а 
gpl of sex-erazod friends ао fail to get her off during a fou 
way sex tuse, one of them suggests a visit othe mysterious 
Madame Zenobia (Elizabeth O'Donovan). Madame Zenobia sends 
э message beyond the grave to Maria's lover (curently in heaven 
banging some celestial oor), reuniting ihe lovers vin the body of 
Eric the chauffeur, ho “chanel John in a rather intimate Way 
amd at as brings Marcia to her sorely needed orgasm: 

‘The fun of this бїт is chiefly in the way-out photography, 
design and musi, Madame Zenobis's place looks like А Clockwork 
Orange's Korova Milk Bar, merged with Jagger's pad in 
Performance. Те photography, by Cemano himself, ia delirious 
free-for-all of hand-held wide-angle lensing, while coloured smoke, 
‘bizarne costumes and lots of superimposition add to the incense- 
envy эша. А handful of John Waleish performances cootribute 
further to the whacksd-out psychedelic appeal. There’ some 
irritating classical musi during the slower-paced first half, but the 
soundtrack then tums to bongos and ина organ for a Tangerine 
Dreamlike workout that tallies perfectly with the dope-and-sex 
imagery. Softcore sex js usually a bore, but Madame депоа 
sixty five minutes whiz by, giving you some idea of what 
exploitation would look like if shot by Nie Roeg or Ken Russell 

Eduardo Cemano was a New York-based sexploitation 
director who Kicked off with the intriguingly tiled The Weirdos 
anad the nals (1968), before lensing two porno titles, Lady 
azul Daughter (1971) and Millie Homecoming (1972) 
Another Cemano credit, Sweet Love, is possibly an alternative 
tile for one of the others, Madame Zenobia was shot in 6mm 
and blown up to 35mm. Madame Zenobia herself was played by 
black actress Elizabeth O'Donovan, who was the Empress in 
Richard Burton's Doctor Faustus (1967) Tina Russell (Christina 
Russel) who plays frigid Marcia, was a porno regular who 
appeared in all Стало films bar the first. Levi Richards, her 
obliging chauffeur here, went on to work with Doris Wishman on 
The Immoral Three (1975), Come with Me My Love (1976) ad 4 
Night То Dismember (1983), Madame Zenobia was produced by 
Jaxon Russell (aka Lee Hassel), whose later production credits 

include Armand Weston's brutal sex 
‘pies The Defiance of Good 
(1974) and The Taking of 
Christina (1976), and Shaun 
‘Costello's Dominarrix 
Without Mercy (1976) 
Made in New York State. 


THE MAFU CAGE, 
Karen Arthur (1977) 

жа My Sister My Love 

sha Don? Ring the Doorbell 

Cissy (Carol Kane). spoilt, screw- loose daughter ofa wealthy 
kanal rapper, is obsessed wath apes and monkeys, persuading 
er live-in sister Ellen (Lee Grant) to obtain them so that she may 
Kep one caged at all times in thcir plant festooned house, On his 
death-bed, their futher made Ellen swear that she would never have 
Cissy committed, believing that her madness was merely the 
scenic’ of a creative child. However, Cissy is dangerously 
unstable and prone to murderous fils of rage, especially if someone 
touches her. The only person who can do that is Ellen, with whom 
sbe has an incestuous relationship. Аз the apes become the victims 

{Суз destructive rage, indulgent Ellen tums а blind eye, and 
simply chains new specimens: and о the sorry process continues- 
int» this eral and metaphorical hothouse comes Ellen's hoy fend. 
David (James Olson). Cissy dislikes him intensely, and when he 
тит» up one day while Ellen is away, she proceeds to make him 

ry uncomfortable indec. 

This is a claustrophobic, distressing film with а highly unusual 
story (hased an the play Tot er tex mage [You and Your Clouds") 
by Erie Westphal) and a ичде отсе central performance by 
Carol Kane. Although it's not graphically violem, it's tough to sit 
through, focusing on а deeply selfish individual with a penchant 
for cruelty to animals, whose sadism eventually escalates 10 
inelade human beings. t reminds me of Mare B. Ray's Seream 
Bloody Munder, depicting a disturbed, deeply unsympathetic, but 
ма бан contra character determined to mould anyone and 
anything according to their self-centred mania The theme of 
lesbian incest is perhaps oo subtly incorporated, but the portrait of 
emotional manipulation between siblings is spot-on, and the 
African imagery adds unpredictability ina genre not always noted 
foc езй of cultural reference. (See John Ballard's The Orphan 
Toc another example) 

This сое of those movies that creeps up on you: Carol Kane 
builds her ties and mannerisms slowly, rom kook to full role 
mensis, and thogh the violence Cissy commit against an 
ceangutan is allusively hot, there are still а few incredibly 
disturbing shots of Kane snarling and yelling at the caged creature 
‘hat made my hair stand оп end. 1 should mention, however, that 
‘the American Humane Society gave the fim the alkclea) Kane's 
appearance is at times quit astonishing. as she apts a series of 
African tribal ош, beginning with à ook that's more proto- 
punkens, thea heading dramatically into Перад ribat marks, 
neck rings, Congolese costumes and deep red face-paint. The 
soundtrack features some extraordinary Afric muse пои» 
ringing lo the film an alarmingly intense italie ambience: As 
dor Cissy 's шеште of David: while the sadistic opportunities are 
ota iy explored as those in Peter S, Traynor’ similarly 
themed Death Game (1976), The Mafir Cage is sil likely to chill 
‘he ardour of all but the most masochistic of males, so if you ever 
had he ho for Kane as the girishly ditzy Зийа in the TV comedy 

ии, you may want to avoid seeing this one. 
Karen Aur has since worked almost exclusively in ТУ (apart 
trom the stalker-thriller Lady Beware, in 1987). The Mafa Cape's 
cinematographer John Bailey had earlier lensed Premonition (1970) 
Tor Alan Rudolph, and went on 1o shot American Gigolo (1980). 
(Cat People (1982) and Mishima (198$) for Paul Schrader. 
Made in California. 


Reviews 


MAKO: JAWS OF DEATH 
William Grefé (1975) 

aka Shark Killers 

This story of a man (Richard Jeckel) who loves sharks so 
much that be murders shark-hunters to protect his fishy friends 
is more action-adventure than horror, So what's it doing bee? 
Well, he can communicate with sharks, and he's protected by an 
amulet given о him by an old shaman, adding just enough 
mystic hogwash to place it in the shallows of the gene 

Арап from that, irs a curious, sentimental drama, which 
plays ike an amoral kids" film, appearing to condone munder as 
retribution for unlicensed fishing- Mach as 1 personally detest 
the arrogance of "gladiator man vs, animal types, murder 
seems hardly the healthiest solution. Still, for young teens with 


an angry eco-conscience this will provide fantasy wish. 
fulfilment, and Richard Jacckel (the only ray of fight in John 
Bud’ Cardos's The Dark) at least gets to go over the top a bi 
with hand-wringing and tears as he talks to his poimy-nosed 
friends. (The scene in a maritime laboratory where he kneels 
sobbing. arms outstretched, holding out a dead baby shark o ie 
equally dead mother, rates a Purple Heart on the melodrama 
scoreboard.) The director, Florida exploitation dynamo Wiliam 
кеб, had come on a great deal since Death Curse of Тати 
(1966), and he handles the action and dialogue scenes with 
confidence: That said, litle more of the madness of his early 
work would not have gone amiss. 


Made in Florida, 


US video cover o Mako: ws of Dua 


MALATESTNS CARNIVAL OF BLOOD 
- Christopher Spoeth (1973) 

Mr and Мех Norris (Paul Hostetler and Betsy Henn) and 
"eir daughter Vens (Janine Carazo) pos as new employees at a 
dilapidated fairground in order to search for thelr missing son, last 
жееп in the vicinity. An ingratiating fellow called Mr. Blood 
Derome Dempsey) shows them around, but by the time they ve 


(Chris Thomas), a young camy worker who runs the Tunnel of 
Love, sd he telts her of his own suspicions: recently a family 
disappeared into the Tunnel and failed to come out the other end- 
Everything is very strange, and pening stranger by the minute: 
Cannibals live under the carnival, vampires take care of the 
business side, and murderous freaks and lunatics lurk at every 
tumn, ай of thom working under the shadowy guidance of Me 
Malatesta (Daniel Dietrich). The Norrises пу to escape, but 
they're dear down into the caverns beneath the rollercoaster. 
Can Vena's boyfriend Johnny (Paul Townsend) save the day, or is 
everything just оо damn weird? 

Believed ost for thirty years, this amateur bul genuinely 
bizarre йеп allegedly played the Souther drive-in circuit in the 
carly seventies, and then disappeared, leaving only its alluring tile 
in a handful of reference sources Much to the surprise of 
‘collectors, a print of the film emerged on DVD in 2003, having 
been discovered in the proverbial atie and taken ta the American 
осоре Studion for remasiering. Extra footage was also found. 
including some very pory material sipped from the original 
Version by the sensors, now included as а DVD extr 

Allo which rather bees the question: after thirty years of 
obscurity, was Malatesta worth uncovering? Well, with a few 
‘reservations Г say it more than deserves a рей in the cult 
spotlight t may share three-quarters of a title with Leonard 

mans stunningly ad Carnival of Blood, but that is defintely 
where the similarities end. Beautifully photographed, imagina 
tively designed, баои in conception and successfully bonkers at 
less half the time, биения Carnival of Blood is unlike 
anything you've seen before. closest neighbours in outer space 
are maybe Jock НИГЭ Spider Bay (1964), Jack Cards The 
Mutation (1973), and Ray Dennis Steckler's Fhe [nnl 
Strange Creatures Who Stopped Living and Became Mixed Up 
Zombies? (1963) the ater purely on the basis of the сату 
seing and the photography 

F'n at in favour of plotless horae films, which is just as well 
reilly because tere not much meat an the bone here (just ots of 


its and gravy, вай a few odd textured lumps ent quie. 
‘Ment... "Ordinary folk look fora missing boy in a fairground 
т by monsters" just about covers i. Like the Euro oddity Freut 
Orlando (198), it's really а showcase for the director ad his ar 
designers to po berserk with acid-tinged visuals. The design tenm. a 
Philadelphia-based triumvirate called Асу Friends, pull off bens 
after tableau of stylish diventato: а car suspended upside dows 
боп а cling with the interior dressed to resemble а huge red 
mouth: a room half-filled with what seems 1o be ап enormous, 
ally deflated racing balloon; and many more marvels best eft 
Tor your first viewing. Interestingly, the Alley Friends troupe have 
proved to be more than druy-faaled art-school weirs by 
establishing themselves in the world of architecture, where today 
"ley design susainabe-energy-hased eco-friendly buildings 
Partners Broce Millard, Alan ("Асе") Johnson and Richard C Wud") 
Stange have also worked on off-Broadway plays, temporary festival 
structures, passive solar buildings, and award-winning. mi 

purpose, high-rise condominiums (see wew bemarchitect com) So 
if you're living in a strange-looking condo in Pennsylvania and you 
suspect there are cannibals living in the basement, perhaps you've 
ought one of their creations! 

‘Christopher Spaeth should be proud о have made such an 
ıunecevetional, defiantly stylish and dreamlike film, ina country 
Where the horror genre often falls imo predictable pigeonhols. 
Not conten with having a bunch of cannibal ghouls living 
кань a rollercoaster, Speth makes them silen movie addicts, 
gathering trastined before battered prints of The Phantom of he 
Opera, The Cabinet of Dr Caligari and The Hunchback of Noire 
Dome) Several sequences are like nothing else in the genre (а 
night-time ride on the roller-coaster is particularly breathtaking) 
and it would be a minor masterpiece were it not for a handful of 
drawbacks. One is the acting, which veers ftom eerily unique 
erme Dempsey s "Mr: Blood”, a creepy cross between Vietor 
Buono and Edward G. Robinson: the extnordinary William 
Preston with his wildly wandering eye and craggy face) to 
‘woolly forced and contrived (i.e. most of the non-spes 
playing ghouls ал! vampires). АП credit for trying, but the amateur 
‘cas provide just бе sort of eye-rolling, pseudo-spucd-out 
пех that you'd expect if you asked a local college drama class 
to simulate phantoms fmm а drug nightmare. The other, more 
sub failing of the film is the editing, which can't quite pall the 
hest out of the weirder scenes. A faster cutting style would have 

ie the film more delirium: the photography and design are 
begging for it, but although the mise en scene looks like a. 
madman's dreams, the euning tends to give us an observer's 
Viewpoint, not ibe lante. Traditional editing virtues ike pacing 
and continuity are ай t sea oo; bot that's less of a problem; a 
realy good. creative editor could have made this fil a vetns 
experience. whereas Speeth, who I imagine cut the film himself 
{no editor is credited), leaves us with our metaphorical feet firmly 
оп the ground, Of course, much of this is likely doe to lack of 
money: a tight schedule leaves litle time for eakes, and not a lot 
to play with in the cit suite Nevertheless, fom its sparse 
electronic немок to its gloriously hi-conrat night-time 
Photography. much of the film is a technical triumph, and in his 
‘Sheer devotion 1o the fase of cinema, Speeth can clim a 
knock-out against the low-budget odds. 

Christopher Speth studied film under Solomon Wishnepolsky 
{aka Sol Worth, best known for producing Through Navajo Eve, à 
series of short films about Native Americans) at the University of 
Pennsylvania's Annenberg Center. He subsequently produced 
several experimental shoris and documentaries. He worked for 
both CBS and ABC, and his documentary footage has appeared on 
shows such as America’ Мон Wanted Final Jurice, a 
Nightline. Malatesta s Carnival af Blood was his only feature film. 
Diminutive star Hervé Villechaize, whose body stopped growir 
ашу in his childhood, went on to score fame the following year 
э Scaamanga's henchman in The Man wih the Golden бип, 
followed hy the role that took him to the heart of aftemoon TV 

enigmatic "Tato" in Fantasy Iland, His career 


worldwide 


Nightmare USA 


fer this was unsuccessful and dogged by alcoholism and 
depression. Health problems also contributed to his weakened 
ate of mind, and tragically he shot himself in 1993. Daniel 
Dietrich, who plays the title role of Malatesta, appears in Andy 
Milligans Feshpot on 42nd Siret (1973). The extraordinary 
Wiliam Preston was а bookkeeper in a Philadelphia tracking 
Firm, until he began acting at the age of $7. He played “John the 
in Terry Gilliam hit The Fisher King (1991) and also 
in The Exorcist Ї (1980), Far amd Анау (1992) and 
1995) and was a regular player on he popular 
medy talk-show Late Nigh with Conan О Bren. When Pres 
passed away on 10 July, 1998, the O'Brien show marked his 


posing with a specally-fimed еше 


Christopher Speeth writes: 


In the screening of Males Carnival. In the Fal of 2008 


Malatesta won the Grandma Gladys Awd at the Eee Für 
Feat, You оцени review she other. When I ook hack 
íri way hae) он hs filer, emewber playing а minim ate 
чий аймом mo money. Айе cing an Of road show whee 

к Me had 
ial afer hours and 


Царай. бо the cr 
Malatesta too эй weeks 1o shot, There ma аза Need 
and eight months post production anton 
Neither Ir the two rochcerr were paid salaries. [ warf есере 
149% ofthe gros after the theatre ти, One ofthe producer, Мойес. лв be same 


a an inline producer He war experienced it 
f de dile (npc ren aac negotio 
тте word beneath he 
manas 

bent wheels, rubber 


many other productions 
Richard Grosser о graduate of the Wharton 
pad wi special efc amd маз he 


"gares wi 
candy. rohan mires 


piece af a sport eom, ond a paper merchant. The eight months of 
post production were done in my tig rooms with Doni Mile 
Krom ax ih sm 

as ator Limited on paying he principal acto 
conl make t rough another summer n New ork and 
Philadelphia while alto extending ele nonplósmeni com 
Satin абетка 1 am extremely prod of his principal i 


блох Meg Turner an азынан «йу an 
scale so hey 


Me rosf f my selection i borne vul by eir slomquent sc 
seme af which yoa have тотона bı your 
shoul wer paid S ly piu doughnuts. Our shooting ra 


he editing room. The сотту was further 
erede фе Motion Petre Associaton of America. We mock an 
"rating monde о ave it seen in the driven circ The MPAA 
censored all he cannibalism. and we were io «mall а compu io 
Дем their decision, To ish iff he dm 
to pieces to make the тийет because we 


not have the mones to 
cn et print made won Ше om 
end Richard Grosse: vo of he original producers whio 
sé muc lo e producto ax nel ar Margret Turner, 
d assistant. Боно, and Howie Stn ш Coppola 
DVD possible 
Made in Pennsyivania. 


had setup an osos bue 


MANIAC 

Wiliam Lustig (1980) 

Frank Zito (Joe Spiel ives alone in dingy basement at, n 

the apartment block where he's caretaker. Abused Бу his mother as 
а child, he deals with his resentment by talking, murdering and 
scalping women, The victim are posites, nurses, couples 
‘making ош; any woman who catches his eye, as ong as here's a 
chance to Kil, At home, Frank agonizes over his own misery, and 
allows in guilt about what he's doing. but the compulsion to kil! 
continues. He meets Anna (Caroline Munro), а beautiful photog: 
трет who genuinely likes him, and tres to control his urges, but 
even with her he's unable to conceal his sickness. 

Blowing through the genre ike а freezing wind in the wake 
of fn" slaughter pics like Halloween and Friday the 13h this 
totemic slice of Big Apple sleaze from William Lustig sucks the 
rollercoaster joy out of the slasher format and replaces it with the 
self-pinymg murmurs of a miserae paranoid psychopath. Instead 
of Halloween’ immaculate autumnal suburbia, or Friday the 
ЗИ lakeside idyll, Maniac offers skanky red-light districts, 
любое toilets, grim roadside lay-bys and unmanned 
subway stations, From the first blue-tinged images of a couple 
making out on an inhospitable beach, to the final grubby 
apocalypse in the killer's basement Па, there's about as much 
light-hearted vim and fizz to all hs as a night spent slumped ina 
piss-soaked doorway. 

Natural 


whut I'm eying to say i that Monaci head and. 


shoulders above the crowd. ln horror the name of the game, aer 
ЭИ? And if you think not, well maybe you need todo а few “Hail 
Maniacs” every ov and again for pening a cheap kick out of 
‘murder and mutilation elsewhere. You wouldn't сай this a work of 
ап exactly, but in з strongest moments И reminds you of he gulf 
between the happy-go-lucky vicariousness of he horror penre and 
the beanilessness of real murder. 

Jay Chatawsy s theme tune exudes a defeated, hopeless 
quali ht cues up boh the Killer squalid existence and the 
miserable fates of the victims, withthe surface pretiness of the 
Instrumentation adding a tinge of bitter опу. I reminds me very 
‘much of obli s musie for another great downer of the penre, Joe 
D'Amato torture and taxidermy classic Zio omega (released 
theatrically in the USA as Bured Alive), which was made just the 
year before. Lustig has admined to showing his lighting cameraman 
The лон because he wanted to recreate an interior lighting 
technique for Maniac: perhaps е also packed Chataway off to a 
42nd Suet prindhouse to bone up on morbid music? Probably not, 


but ike Goblin did for D'Amato; Chattaway takes the im into a 
realm of bleakness it might not have reached without him. 

Unlike the cheerier slaugħterthons of the carly 1980s, Mon 
is going о haunt yous not just later when you're going to sleep, bot 
straight away, as you leave the theatre, or cross town at night 
Imagine seeing this in a New York sleszepit, and then walking to 
the sb The film feels hewn from the fear and 
paranoia of city life, and there's no safety net of fantasy to help 
dismiss the anxiety, especially for women, who | imagine find it 
hard to dig this movie at all. The most alarming sequence in the 
fiim is the stalking of murse (Kelly Piper), who's hunted down а 
along drawn-out chase seene through an empty subway чао 
and murdered in a public toilet. The scene is brilliantly edited and 
paced to perfection, toying with the audience as the killer toys with 
he victim, and the actress makes the character's predicament 
horribly convincing. Alo quite brilliant are Tom Savini grisly 
effects, and I'm glad to sce he's retract the fold o this опе. 


ея 


ler reportedly regreting his involvement in the aftermath of te 
fis bad-boy profile. Personally, I mach prefer Savini coming up 
with heavy-duty horrors fike the sealpings and dismemberment 
жет here, instead of he cute spiny toothed monsters he made for 
Creepshow and Tales from the Darkside. 

There are things wrong with Mona the heavy breathing over 
Franks point-of-view shots can make you giggle if you're in that vort 
of mood, and the device of having birm muter to himself leads 0 
tome momentarily tc curing "crazy al = there's even a monic 
where he freaks at the word “crazy”, just ike they always do in the 


‘movies. But the violence essentially crowds out these problema. a 
its harder to giggle after he черетә аир and айр 
booker (Ria Montone), or the subway staking scene mentio 
earlier. The mosi persistent ofthe film's drawbacks is the oft 
remarked absurdity of Spincll earning a living as a fashion photos 
faper whom glamorous Caroline Munro finds unaocountabiy 
loveable. Frank Zito (named afr Lust’ friend Joseph Zit, dcr 
of Bloadrage and The Prowler) is ва an urbane chameleon like Tos 
Bundy; he's drop-out and а slob. Lastig admits оп the film т 
esent DVD commentary that this development of Frank's character 
жаз a mistake, made because he wanted to give Caroline Muns 
more to do. But һе pets away with it, ultimately: you don't re 
remember these scenes so clearly afterwards is the rime aod the 
параде that stiek in your minds сус, the sorrow of the victims” 0 
that hangs heavy in your hear, and the chilly ра ae 
ийин hellseape that quckens your step on the way home 

Made in New York Сау 


MARTIN 
Martin (John Amplas), a withdrawn teenager obsessed with 
dnakıng blood, goes to live in Pennsylvania with his elderly 
cousin Tata Coda (Lincoln Maazel, who believes Martin lo bea 
umpire. Cuda, а cold disciplinarian, refers to the boy only a 
erat” and dresses the house with garlic and erucifînes. 
amning him that he will be destroyed "withou sation” if he 
akes а victim from the town, Martin, however, cists: “There 
magic ever" Instead, utilizing 
hts, and razor blades instead of 


ul magie. There no m 
«filed with sleeping dra 
secretly continues his siek mocturnal activities. As 

normalise his life via friendship Сода 


anddaughter Christina (Christine Forrest) and a lonely 

wife, Mrs. Santini (Elyane Nadeau), with whom he begins 

» бги sexual aison ("without the Mood part"), be also strikes 
an odd relationship with late-night listeners 

sov, to whom he confesses his crimes. Ne one believes him, and 


‘radio phone-in 


cad he becomes a figure of fun, dubbed "The Count” by the 
to host (Michael Gorniek). Martin attempts to rid himself of 
compulsion, but waiting in the wings i Cuda, determined to 
isl with Nosferatu" the old way 
Morin ts the most beautiful of American horror films 
Although t director George Romero will forever be associated 
& his indelible zombie films, itis his tre masterpiece, the peak 
by which his talents as a director and stylist should be measured. 
ori has emotional maturity, technical virtuosity, and a brillant 
line that blends wit, horror and sadness йо something quite 


sque, M's also Romero's most compassionate work, extending an 
ational reach to a character others might have cast beyond the 
pale In Morin, we spend the entire running time in the company 
© killer, bul Romero contemplates himm with such bonest 
pathy that we're compelled to feel for bim, Iost in delusion as 
Bei The humanity extended to this "monster ia neither trendily 
los (as was the cate with recent turkeys le Bondy) nor 
persuasive (as in Mariae where the character's self-pity 
eclipses our effort to sympathise with him). You end up viewing 
Martin sorrowfully, as you would а much-loved brother or close 
cod somehow sucked into madness. In fct, such is the persus- 
лаем of Martin's voice (rather like Alex in A Clockwork 


Prange that you have to stop and remind yourself he really is a 
derer: the first victim has her veins slit from wrist to elbow (10 
imic an efficient suicide сы), and is left drugged, presumably 

bleeding 1o death. Later, Martin pierces a male victim through the 


throat with a sharpened stick, in an act not oF thirst but of 
рашике. ("You weren supposed to be tene") 

The reason we're seduced is that Martin reaches beyond 
violence and horror into detailed charaster.stndy, while also 
focusing on environment with the atr, in my opinion, he most 
ferie yet least explored of bomo s possible concer. The fim is 
"oh a portrait of a psychologically disturbed youth, and an 
affectionate but unsentimental look at a broken-backed town. By 
finding beauty in the decay of both physical and psychical 
aeograpby, Romeo engages deeply withthe Gothic sensibility 
and then undercuts i with a series of acute, ironic scenes which 
challenge head-on the nostalgic complacency of the adition. 

Right from the start here's a powerful investment in location. 
A train leaves a railway station ше at night, he departing 
атарса haunted by a mournful railroad bell. Donald Rubinstein’ 
peerless music is both ironically mine-European and achingly sad. 
IIs as if we've boarded the latest of late-night sleepers on our way 
тоа dark, romantic adventure However, insted of Hitchcock 
North ВУ Northwest, with Cary Grant seduced by Eva Marie Saint 
nervous young Martin enters a lady s railroad boudoir only to drug 
her and drink her blood. In his mind, though, he а Cary Girant of 
orts, albeit with overtones of Lorne and Lugosi (with whom, after 
sl Grant shared а sinister debonair quality). 

M's here, during the attack in the railway carriage, that Ron 


ебине) seers away fom the norm. In an elegant manoeuvre 
that's both an homage and critique of the horror genre, we're st 

"be stark reality of Martin's actions alongside the romantic black- 
anit fantasy (or is it memory?) playing in his head. Romero 
and his prodigiously talented DP, Michael Сотк, defy mingle 


desaturated colour and ерініне blackandwhite, backing up 
‘what could have seemed like abstruse formal experimentation with a 
strong narative raison бле, The huh, Blows fantasy version and 


the awkward, fumbling reality are both equally well-reslised, but 
abe chuter and jumble of the sleeping earings and ts occupant wit 
her face card in moisturizing cream, that stiek in your mind! 
When the train pulls into Pittsburgh, Marin disembark, 
leaving his victim locked im her sleeper compartment. А proud. 
unwelcoming elderly man who introduces himself as Cuda (Lincon 
Maazel) teli him they most take another irin. Looking from the 


window on this second, suburtan journey, we stare along with 
Martin as desolate dovntown Pitsbargh rashes Ву. When the train 


arrives at Braddock, Maria's new home, the images and the 


matchlesly exquisite score unite to present а vision of pure 
melancholy. а small town bol beautiful and Бегей of hope For the 
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tack by һа onn sophie aider ont 


Marin enjoys he oniy кла of sex be ce 
George A Romero's s 


бише. The effect iso transform the imagery of he Gothic 
tradition: from images of pale women suffering in the rong halls 
the aristocracy, 1o misunderstood modem youth in the 

collapsing ааа of post-indasinal emes 

The film can be read ether as а naturalistic story with fantasy 
sequences оса supematural tale with Tashbocks. To the credit of 
many critics and fans. here has generally been a reluctance lo 
drive а definitive wedge between the two possibilities, no doubt 


fostered by the very thoughtful and persuasive interviewe Romero 
D 


n оп the subject, One could tease out the various implica 
tions of cach 


sibility for page after page: Mart is one of 
Romero's densest works. For me, the chief interest lcs n the 
realist interpretation: which snot to say the рота possi 
itis lack resonance. Afler all, if Marsin really is a vampire, he's 
one who's forced to ive in a universe without God. None of the 
traditional protections have the slightest effect: Martin chews a 


bull of garlic, kisses а crucifix, and lunges bo 
attempted exorcism. ut although he affects cootempt fr Cuda 's 
us orthodoxy. he remains alc with melancholia. Instead 


М during m 


ot being assured a meaningful existence throughout eternity, as а, 


тє! ошаш fim the Kingdom of Giod, he's adit without 


mening, without special powers, an absurdity in a Godless world. 
This lure of religious meaning is refered to concretely in the 
fi rough Cid argumens with the trendy new vicar of 
Braddock, played by Romero himself, and implicitly by the secular 
тайа confessional offered by the radio phone-in. 

Martin's ability to talk frankly about his crimes to a radio 
interviewer (ho sonically regards his ‘confessions’ as a clever 
joke) is onc of Romero's he ploya, showing his habitual 


heme of miscommunication and bis ironie approach to technolog 
The radio host, of 
эким the 


cure, is another sort of vampire, smoothly 
vis 


His listeners to provide amusement for 


is show. He reveals his ‘fangs, appropriately enough, during an 
advertising break, saying обі to Martin: "Count? Ну man 

7 be Lo 
ne donen jo he 


ere can е 
Td le f шй vo yon Ган 


hold of vou? Thi i rell go 


otn..." Like many who cll to aie their views ов sach shows, 
mach for a meting in the fesh; mortified, he 
hangs р. Of course it's ао the case that the last thing ^а п 
honest to goodness vampire” needs is face-to-face publicity, but 
the situation is, as always їп Marin, multi-layered. The radio 


served black humour 


Marin has no 


phone-in sequences juxtapose brilliantly 
With a tbl sadness, explorin 


plex interactions with others than any 


screen vampire | can think of, He's an aggressor to his victims; а 


stranger to the citizens of Braddock; а wayward child o Cuda; a 
Surrogate brother and confidante to Christina: a toyboy (and cat 
surrogate) for Mrs: Santini; a hit property to the radio host: and a 
fantasy identification figure to the phone-in listeners: Вы all of these 
positions are complicated or distorted: Marin the age 

Victim of his own violent drives, Martin the stranger is the del 
hoy from the stone dowen the street; Martin the child temifies the 
supesitious patriarch in a fog shrouded children's playground: 
Marin the ‘older ber is left behind as his enterprising ‘sister 
lenses town: Martin the hot young lover cannot save Mrs. Santini 


from depression and suicide: and of course neither the radio host no 

the clamouring public understand that “The Coun is for real, ot a 

кже. Finally, as the film reaches ts sad, ironie, inevitable end, the 

final distinctions are blurred Ме and death, ih and make-believe 
perhaps even deuth and resurrection. 

NB: Romero has said that his original preferred eut of the fm 
was nearly three hours in length, but the only existing print of this 
version was stolen from his garage soon afler the film was 
completed. The extra material added more scenes of Braddock and 
its people: as this focos on the town bels make Marti so unique 
and valuable, t's really a crying shame that the long version is 
lost Search your neighbours" garages! 

Cinematographer Michael Gornick on his experience shooting 
with Romero: 
The opportunity то shoot Manin came quite by chance. During 
the set-up of our first shot (Martin ambles along the racks ofa. 
э of work at Tats Cuda 
George suddenly turned to me (va 


root line as he walks to his fist 


marie ch for the 


lm, and was preparing 1 place my boom mike for some refe 


‘aul and wid sound ofthe approaching locomotive) and offerat 

Say man. I'm tired of shooting. ГА iet direct Here. take a look 

and set up this shot Dunourded, but honoured, I moved в 

camera. George Romero = the maestro- had asked me t 

‘onl believe t A? the ите of our work together оп Martin! 
kod 

was an amazing talent Aw rend and engaging probas th 


‘ody known and worked will George for some three years. He 


est democratie t| ave ever met. tn that [ mean. 


‘that he ofi solicited the opinion ond perceptions of бк 


without сон 


in at he cra his fils: Never indecishe о 
George used the criticims апа input of others uva ch 
pres his eve li 09 


кипу and a kind of forum to € 
nd oom for he lag of oer, and at oer times he 
confronted suggestions with she staunch command of a dr 
German silent cinema. Asas receptive o ideas im inpr 
process or product, one cud gauge George acceptam 
proffered Мез as he evuberamily said, Thats Cool! Rejection f 
‹ Nove 


‘Really, man. dont know 


orge came gent 
‘either acceptance or rejection one felt some sen 


collaboration wit heart. 


orge had gone through kind of a dry period afer T 
Crazies. and Јам to make а dallar we were making sports 
documentaries on ABC, but we would constantly save raw footage 
se hat ме would one day Be able to shoot a motion pic 

ме used thal footage, which we had savad over ho to four yes 
to make Martin! We shot it on colour reversal film 1бтт. ЕС 
ASI-25, which ir very slo 

release it lack and whine as opposed 


George from day one w 
colour and 


that as long as passible unl we were ying ю ge И ино di 
‘ton. Ve met with Ben Bürenbol а diribulor from New York 
а he said. “Danni gu, f only ond hot hs thin 

Arig мы 


George out of desperation. said. 
amd the ret is history 


Ar the ите we did a est marke screening of ihe ire ho 


version, n Mack and vile, in a theatre in New Jersey, amd 
чел the only screening of he three hour version: thar print 
fortunately har gone. we don? know what happened tit res 

Ih fim would perform. 
Made in Pennsylvania. 


see айо: The Crazier 
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Sc interview with Willard Hayek and Gloria Kat 
Made in California. 


MICROWAVE MASSACRE 
Wayne Berwick (1978 [released 1983) 
See interview with Wayne Berwick and Ted Newsom 
Made in California. 


MONSTROID 
Kenneth Hartford and Herbert L- Stroek (1979) 
ala Monter. 
ska Monster: The Legend That Became а Terror 
aka 1t Came from the Lake 
да The Torie Honor 
Colombia, South America. A giant creature living in a lake 
emerges to attack the locals, and pollution from a nearby cement 
works is responsible. The company's American owners send a 
biz game hunter to kill it 
Monstroid initially sec set on being an anti-capitalist 
monster movie, underpinning its drama with earnest speeches 
Shout the pollution of the Third World by greedy American 
multinationals. John Carradine plays a Colombian priest, who 
together with an investigative female reporter brings down bad 
publicity on a cement-making corporation responsible for 
polluting the local water supply. You find yourself wondering 
"hat Oliver Stone might have done with the material! Sadly, a 
vents roll on, the eco-angle pets lost in the dust, and the film 
Turns into a tame “trap it and Kil i adventure. You just know the 
scis political conscience is poing off the rails when the 
pretty young secretary working at the 
"who could possibly blame her for the 


monster ills 
sorponiion: a 


MÀ, 
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of capitalism?” 1 guess the monster's just bad after all 
the weighticr theme silted over by standard generi riffing. 
it's lef to the hired bunter to fillet any remaining social 
commentary from the могу by performing heroically and 
wasting time with some airborne helicopter hoopla, There's a 
final shot of monster eggs оп the lakeshore that simply plays the 
obvious “evil lives оп" finale, but it's hardly the sustained attack 
on biz business greed the first reel was promising. The monster 
itself is kind of cue, for what i's worth, but given the Japanese 
Godzilla movies, irs hardly groundbreaking. (Someone at least 
went to a lot of trouble to sculpta realistic gant сім for the 
Fist monster attack; а ply that the full mont, soto speak, 
doesn't live up to it) 

Мот was shot in Colombia and New Mexico, but was - 
nota Colombian co-production. Placing exactly when it was 
made is quite dificult: the fst mention of the fim being “in 
production’ came with a promo set report in Kariery, October 
1975. Two years Шет, in October 1977, И was sill isted as “in 
production" by The Hollywood Reporter. Another year later, in 
‘October 1978, Haren ran an advertisement announcing tht. 
production" was completed. The film finally received а 
copyright catalogue entry in 1979, Kenneth Hartford gabe the 
‘onscreen directing credit, although Herbert L. Stock, veteran 
director o 1 Was a Teenage Frankenstein and The Crawling 
Hand, actualy shot the majority of the finished film. Credits 
from some sources are erroneous, suggesting that Cesar ROMER 
Diane McBain and Keenan Wynn feature in the cast, although 
they were only ever announced prior to shooting and were never 


actally signed. 


Si T Tx бини 


Made in Colombia and New Mexico. 


MOVIE HOUSE MASSACRE. 
= Alice Raley [Rick Sloane] (1984) 
ska Blood Theater 

The manager of a beleaguered cinema sees his lover daliying 
with an usher, so he deliberately sets ire to the place, killing 
everyone. Some time later, the рое Theater chain decides to 
revive the cinema, employing staff from a more successful theatre 
to take over and relaunch 1. Before long. they all victim to the old 
manager's ghost and some extremely dull murders 

Movie House Massacre is located in a strange, unloved 
region of town, а crossroads where Kitsch meets failed send-up, 
and where bad jokes and broad-brush performinces ry to pass 
themselves off as irony. As bad as only bad camp can be, Movie 
House Masacre cheats horror fans with its near bloodless 
murders, while wasting а premise that had some real potential 
Quite how Mary Woronos, a frequently talented comedy actor, 
sot herself entangled in itis a mystery. Every attempt at humour 
ends foror, wit the distant plop of a stone missing its target 
by hundreds of yards. The shooting. framing, acting. editing and 
writing are ali flawed, leaving ite to enjoy rs so bad that you 
‘ecl for the filmmakers, forced о get up in the moming to 
complete something that was probably hopeless on day three, 
There's a vague New Wave feel (that’s post-punk, not Godard), 
but the attitude-free vibe suggests that the filmmakers have 
‘grooved on a punk sense of irreverence without knowing what i 
is hey re supposed to be irreverent about. Unctuous cinema 
Tannoy announcements oim for a коп of Saturday Night Live 
moets Paul Bartel humour, but they're far too limply writen, and 
the T&A is chaste enough to satisfy the actresses” mothers. For a 
sense of how badly the movie is written, try this news-eportr’s 
speech to camera: “We're coming to you live om onr opening 
night, or should we say our grand re-opening, Since itx 
construction i the 19305 this building has been continually 
"opened and closed. Wil success smile оп the theatre or will i 
Stand empty ond crumbling in a short manier of те?" Ed 
Wood, eat your heart out 

Where Movie House Masacre really falls down is in its 
‘contrast between corporate and private movie-houses, In fact it's 
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hard to sce exactly what the filmmaker wanted to say on the 
subject The head of the Spotlite cinema chain is clearly meant to 
he an assole, but the tragedy that befell the old cinema was 
caused by a selfish manager who murdered his own staff in 
furtherance of a personal vendetta. There was scope here for an 
ack on soulless multiplexes, rom the point of view of those 


who admire the old picture palaces, but the film ends up. 
implying that the older cinemas were as bod as the new. Nora 
message to warm the hearts of cult-moviegoers! Written with a 
half-hearted frosting of satire that fails to cover the underlying 
silliness, is hard imagine Movie House Massacre surviving 
an opening weekend out there in the real word. Despite the self 
consciously cultish approach, one thing's for certain: ill never 
be revived as a midnight movie. 

The onscreen credit goes to “Alice Raley, but the film was 
appareil made by sexploitation-comedy director Rick Sloane, 
who carved a successful niche for himself in the Iate 1980s with 


the titw-and-iruncheons Ире Academy seis.) 
Made in € 


rnia. 


MY FRIENDS NEED KILLING 
= аш Leder (1976) 

‘Gene Kline (Greg Mullavey) a Vietnam veteran who suffers 
nightmares about the crimes he and his unit commit against 
Vietnamese civilians, writes to four of his old army buddies 
Proposing to meet up with them again, He set about murdering 
them. one by one, acting as angel of vengeance in retribution for 
the shared crimes, First down is Vincent Gray (actor uncredited) 
uhom Gene drains of lod as punishment for leting an old 
woman bleed to death, A stay over with boorish ex Corporal Gil 
Perkins (Clayton Wilcox) leaves him and his wife Susan (Carolyn 
Ames) dead ("They did? cont they wene just goos,” Gil 
protests). A visit to San Francisco to see Les Drago (Roger Cruz) 
resus in Lev drinkcanddrugs "suicide", and a mp back to L-A. t 
rec ringleader and unrepentant pig Sergeant Walter Miler (Bill 
Michael) ends with Miller gorily stabbed 1o death But when 
Мамо pregnant wife Georgi (Laurie Burton) goes ио labour at 
the news of her husband's murder, how will Gene reset? 

Mv Friends Need Killing would be essential viewing on the 
basis of that wonderful te alone, and there's a pood litle movie 
behind it 100. Gene's crusade ngainst his old army buddies has a. 
satisfying “And then there were none” structure; with all but the finst 
{oddly truncated) encounter revealing the character of cach victim. 
before they die. The film was clearly made cheaply (a lot of fotu 
was shot silent and dubbed Inter) but the lead characters despair 
comes across strongly, not just through the creepy performance by 
Leder regular Mullavey (Marigold Mon, 1 Dismember Mama, 
Vultures. Body Count Ба also via the succession of locations 
airport, freeways, Los Angeles and San Francisco streets = all 
imbued with а downbeat, one-way-trip-to-oblivion vibe. 

Ics an odd film, though. Gene is more than а mere psychopath 
bout less than aine moral force, Ir ficult to justify his actions 
because he rapes and murders Gil wife, who of course had not 
to-do with the atrocities he's so steamed up about, and he persists în 
his psychological assault on Les even though its clear the youne 
man has timed against he war, suffering enormous guil that e 1 
seeking to confront through acting in the theatre. Les recites fom 
Macbeth: “Ош. бәти spot Wil these and never be ela?” but 
Gene merely uses the young man's guilt to make the tsk of killing 
him easier Ву persuading him to take an overdose, Gene ignores 
the man’s contrition and shows the same lack of mercy for which 
he's punishing everyone else. And since the dialogue withholds the 
‘exact nature of Les involvement was he а killer ar a bystander 
i's particularly hard to tell whether Gene's cye-faran-eye crusade 
‘makes internal sense. The rape of Susan and the ‘assisted suicide" of 
Les removes Gene's actions from the realm OF poetic justice. and 
‘he fiim sufere slightly fom dis: without these unprincipled 
actions, the rest of the killings could be discussed as rough Justice 
Ms as if Leder wanted to detach himself ftom the actions of his 
protagonist, and so makes him commi а blatantly unu 

Shot with Leder's charactetkally understated camera style 
the pacing occasionally threatens to slip imo tedium. Fortunately 
the simplicity of the four-vitim structure keeps us orientated so that 
we dor feel too adii The whole thing has а sort of minimalis 
theatrical quality, especially when Waler, Gene's mean ol 
sergeant, momentarily buys into Gene's fantasy reerearion of a гә 
i Vieiamese village and joins him on the ground, as if under 
fire ftom unseen enemies, Ка easy to imagine this played agi 
black drapes with a couple of props in some Broad tite 
Ofcourse Leder's siyle cames out of the Actors Studio melodramas 
ofthe 1950s (see chapter on John Hayes) so W's interesting to see 
this nr chamber pice staying tme to the roots o his carly wring 
assignments t's just а shame he didn't choose to act in the movie 
too, Nevertheless, ГА recommend Му Friend New Kilin 
know what mean): # makes an essential addition to a Viena 
horrorhemed video all-night, along with Sean Costello's F 
Entry, Bob Clark's Deathdram, Boddy Giovinazzo's Comba 
Shock and Antonio Marpherit's Cannibal Apocalipse. 

Made in California 
sev also: 1 Dismember Mama and Sketches of a Strangler 
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A NAME FOR EVIL. 
Bemard Girard (1972) 

aka The Face of vil 
aka The Grove 

A Name for Evil trendily takes its cues from the disaffection 
snot of lestis and early seventies cinema, employing a mih 
mash of psychedelic superimpostions, coloured filens and artsy 
manipulations. The editing shuflles information in disordered 
‘askin, while free love and nudity cynically ensure the sexual 
evolution рев a lookin. Visually it resembles Jes Franco's Homes 
in Fars (1969) but without that film's iy commitment to perversity 

The story centes on John Blake (TV stalwart Robert Culp), a 
‘disaffected architect who drops cut of the family business to pursue 
his dreams in the countryside retreat built by "The Majo’ his great 
‘grandfather, John's wife Janna (played with great skill and 
Satura by Samantha Барас) is quick to pour eor on his stand, 
‘cling him hes responsible, immature and all the other things the 
hippies were accused of by sights, Joanna айас hr husband's 
огу notions by suggesting hi oct of rebellion is more cope than 
‘dropout, a childish refusal of complex realities. She's adept at 

g boles in her husband's stance but there's no suggestion that 

she has anything but comfortable self-interest at har Joanna i a 
‘materialist in love with her husband's wealth and the social status 
‘hat come with ik John's onsereen reveries рон what be would 
prefer Joanna to be: a submissive, adoring caricature of femininity. И 
rens this rebel against conformity has a thing for Stepford Wives 

Despite Joanna's selfish ballbreaking attitude, her criticisms 
Pave some validity. John's posturing is indeed half-baked. He tums 
his back on his family's wealth, but it's not a choice that brings any 
калыр or sacrifie. He remains comfortable, withdrawing not to 
таа anarcho-syodicalist commune or tour the Far East but to 
renovate his леш grandfather's country house. How noble! Change 
ssl be hard, though: The Major warns in a pre-credits voice-over 
that he will never allow a single aheration to be made to his property 
— whether he's alive or dead. Indeed, such is his autocratie mien that 
he even declares the insects in the grass to be subject to his will 

Foc all its countercalure trappings, А Name for Bitis a spook 
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stor albeit опе hat inks tbe generational conflicts of he classical 
Gothic to contemporary tensions in polities and culture I doesn't 
take much of a stretch to read The Major and his domineering ego 
as representing "he old order’. John sees The Major's indistinct 
host walking around. sooctd in broken window, Пиш 

‘of sight through doorways and round corners. The dynamic initially 
poins to the dead weight of the past weighing down on John's 
attempt w start again, A Name for Evif а long way short ofa fim 
like Ler’ Score Jessica To Death oc Messiah of Evil, but it shares 
with hem a deure to rethink supernatural clichês by firing them 
through the prism of the counterculture, Or is it rethinking the 
counterculture by fring it through the prism of supernatural cliché? 
That's the rouble with 4 Name for Evil noting really obere 
into the statement it seems desperate lo make. When Girard 
introduces a ghostly white horse, its the sort of heavily symbolic 
image that leaps up and licks your face. The superati ей 
appears several imes, seemingly belonging to the Базе ghost 
‘One night, leaving his wife asleep, John leaps astride the creature, 
which bears him out of the woods, eventually depositing him at a 
raucous country анат, He joins m the revelry and ends up making 
love toa bentiful young woman called Luanna (Shella Sullivan, 
(Cups wife at the time) The film takes this infidelity as a coe to 
divest the cast of their clothes, and, in scenes that must have been 
рап of the reason Penthouse’s Bob Guccione put up the money, we. 
enter that familiar whirlpool of quasi-occult sewal cavorting so 
amar in carly seventies horror, 

es around this point that we lose our compass as regards the 
"ls intended theme. IF the steed, belonging to the autocratic 
Major, в symbolic of the patriarchal past, it seems strange that it 
‘should have led John to joyful orgiastic celebration You're let 
wondering ifthe film views such sexual freedom as evil. Confusion 
therefore reigns as the lnter stages unfold. The night's dalliance may 
just have been an ilusion. When John retums home in the morning, 
he believes he has spent the might in rapturous union with a child of 
пише. His wife, on the other hand, claims he subjected her to bours 
‘of sexual brutality and degradation. But the following day John 
mows Luanna again and confirms her existence m the real wor 
The confusion i carried rough to the ‘Debussy Does Байа 
score; one minute beguiling. the nest banat 

ICA Name for Evil has a problem it's precisely thatit backs the 
ability to decide where evil Des. Not because of any vicksiness, but 
because Бодро» ts bets so thickly, туша to appeal to both 
reactionary and revolutionary. Although Girard loys with the visual 
odes of the counterculture. be also seems to attack й. Through the 
Tog of tle. one suspects that in fact a rather conservative tale has 
been mangled beyond sense. In a terrible, muddled ending, ha 
commits a murder we've ben expecting for the last balou: cut to 
ıa long shot ofa funeral taking place in the forecourt, tended by 
Figures too small and distant to recognise. A car stands nearby and 
someone gets into it, but where is Joan? Perhaps all is clear on the 
big sereen, bul in terms of dramatic structure and pacing this endeng 
is too rushed, and very unsatisfying. Whatever significance the film 
has boen reaching for в lost, and in a pessimistic reactionary 
‘cyclical gesture, we end on The Major's mana, repeated from the 
prologue: "Т would permi r to be changed during my le wh 
should 1 permit just because happen to be dead? 

Bemani Girard was horm on 22 Febuary, 1918. He began his 
fim carer as a screenwriter а the flies: his feature directorial 
debut followed in 1957 with the едет Aide Out for Revenge (an 
‘ate fim called 4s Yow Were roms under an hour engl 
Afterwards, be concentrated on television, including assignments for 
The Twilight Zone, Alfred Hitchcock Presents, Rawhide and The 
уати. He mode The Mad Room for Columibia in 1969, and an 
‘unusual scii dama called The Happiness Cage (1972), starring 
Christopher Walken in one of his earliest film roles. Aller 4 Name 
Jor Evi, Girard made one final movie, а wester called Gone ith 
‘the Hest (1975) reputed о have been stitched together wid material 
fom an older, unfinished project. (See the festure on Messiah of 
Evi. He died on 30 December, 1997 

Made in: unknown (Partly shot in Canada.) 
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NATAS: THE REFLECTION 
= Jack Dunlap (1983) 

Investigative reporter Steve Granger (Randy Mulkey) is fired 
from big newspaper job because of his obsession with a ocal 
Indian legend. Girlfriend Terry (Pat Вой), also a reponer, is 
similarly fest up with hearing about the enigmatic Smohall, a tv 
Пу Ian mystic Steve believes is living in а nearby 
mountain range. Determined to silence his critics, Steve heads al 
into the hills. He soo finds Smalls (Nino Cochise), and asks for 
guidance regarding an Indian riddle about the Natas Tower, where 
souls are said to be entrapped by the Prince of Darkness, Legend 
hast that ifthe Devil сап hold the spirits prisoner for a hundred 
years they belong ta him, and down 1o hell they go. Only human. 
intervention can thwart his plan. Steve takes talisman and a map 
from Smohulla and sets out to save some souls. With the help of 
Terry and a tro of friends, Һе бум a ghost town full of zombies 
and ascends the mountain in search of Nats 

sed to see this vdeo kicking around in second-hand shops 
tnd car-hoot sales, although for years 1 never bothered to 
investigate because the title was зо sily. But t's an odd tise fiim 
in places, beginning as a tired, poorly acted йге, and then 
stumbling across à few genuinely unsenling ideas along the way. A 
scene in a derelict saloon populated by creepy, mouldering od 
Cowboys carries а real chill: the customers, the harkeep, even а 
pair of hookers, are caked in grime and what looks like died 
blood, like ghouls who've been caught in a dust storm The 
zombie atack scenes are similarly startling (at least in contrast 
with the slower sections beforehand). Sadly; some very loose 
scripting allows tension o dissipate after Steve's body Spec (Frad 
Perry) is murdered in he old ghost town. The four remaining 
Trends initially seared and angry, split up and search the empty 
‘buildings then for no good remon ап fooling around and acting 
lke ey Ve forgotten about Spec's death. “M was mst lel a 
‘ramp or a hum or somebody ie that, and they ve probably 
ead hha И ош of here,” shrugs ау (Cru 
east be and Angie (Kelli Kuhn) рау dearly fr their cavalier 
tude: fist Angie, in an effective scare involving sleeping bags 
nd surprise occupants: then Jay, in an entertaining encounter with 
a filling scythe (which unfortunately seems to be missing a fev 
frames in the British videor 

To his credi, director Jack Dunlap obviously took a personal 
interest in his subject maner. Wh seems like an odd 
‘conflation of Native American mysticum and Catholicism ums 
ош о be based on proper research: Smohalla was a genuine 
historical figure who set up a sect blending the two belief systems 
in the mid- 19th Century (although recent sightings have been 
rare.) Research aside, Dunlap alse deserves credit for the 
‘mountainside climax. h's pleasingly fantastical up there, with 


smoke hissing from crevices and an impressive winged demon 
waiting atthe top. M's just а рну that the confrontation is resolved 
in such a simple and predictable fashion. Still, 1 found that 1 
warmed to the lesd, Randy Mulkey (who dresses like the font- 
‘man oa seventies rock act), even if he does seem more concerned 
with how to Took cool in a suede jacket than displaying the 
‘extremes of emotion suggested by the ript. Things end on a 
comical ote aš Топу Nings her joumalist's notes out the car 
window at the end: perhaps her flagrant mering of the sacred 
lands was intended to leave the way open for a sequel Oh, and in 
«ase you're sil ying to decipher the enema of Naras: come back 
Johnny Alucard, 


Made in Arizona 


тик NESTING 
Armand Weston (1940) 
aka Phobia (shooting title) 

‘Lauren Cochran (Robin Groves) is a сам writer of 
Gothic mystery novels, She's also agoraphobic, sexually 
repressed, and suffering writer's block. She decides to rent э 
house in the country to гу and overcome her personal problems- 
but. as she sts in, her dreams become steadily more disturbing 
and sexually charged. In fact they're so vivid she believes she 
тау be experiencing visions of the house's past. The beau old 
country dwelling was once a whorehouse, and Lauren comes to 
believe that the spirits of prostitutes who were killed there one 
night in the 1930s are reaching out to her, Either that, or she's 
losing her mind. 

Five minutes into The Nesting and you already have to re- 
evaluate your expectations of a horrar film made by one of 
Americas most notorious ado-por directors There's elegant 
‘musi (including Вос “Air on the G Sting cut off brusquely in 
amid-swoon]: the reflexive quality of the чогу; wide-angle lense 
used, for once, to convey something quie suited tothe effect a 
attack of agoraphobia: all these things and more show how Weston 
could easily have essayed а career in mainstream penre cinema, 
Not that he should have, necessarily - his бй, ий brand of por 
бес The Defiance of Good) possesses a malevolent vitality that 
already seems to come rom an engagement with his muse = hut 
The Nesting is a well-paced, well-made supernatural tale that 
trunps similar fare like The £s while borrowing from quality шге 
like Stephen King's The Shining. 

We fist mest the heroine, Lauron (Robin Groves) as she uses 
ıa relaxation tape to alleviate her agoraphobia, The voice oa the 
tape aks her to visualise а walk outside, and the image i then 
ouble-exposed to show her leaving her body and walking 
downstairs he same method Woody Allen sed in Annie Hallo 
show Annie's detachment in bed). On the way to her country 
eet, she jokes sardonicall about he clichéd write escape 
she's seeing: “Troubled uptight writer gne to ктай sleepy fw 
n search of peace and impiraton, insted she find am eating 
volcano of ls and passion Lauren's friend Mark (Christopher 
Loomis) is sceptical when she claims that the house ix the same a 
the ове she described to the artist who illustrated the cover of ber 
‘new book. "How gullible do you nk 1 от?" he asks, “There she 
в: the frightened xirl in the foreground he brooding mysteriou 
mansion in ihe background "So far the entire fiction has lightly 
but succinctly poked fun at its own clichés, However, the fi 
really doesn't ned to be so careful. The beutiful octagonal house 
that provides the main sting is creepy and impressive enough to 
work without these ironic caveats. 

‘Sinister erie enters the pietre when Lauren has a dream 
in which she fons herself while gazing into а mirror — another 
pair of hands join hers and she inches away, Startled, she's 
transported back in time to when the house was sl а brothel: 
hound in a beaded curtain, she's made to recline on the Madame's 
sola, while curious punters (leaning ino the subjective camera) 
peer at her. Jazz music accompanies the creepier moments, 
reminding us hat what is now considered a classy musical form 


Nightmare USA 


sex once the musie of he whorehouse: Lauren's trip to the айе, 
aod he discovery of clothes and shoes seen in her dream, in 
lisi Stephen King device. In this cones, the od jazz records 
provide a further echo, of Kubrick s The Shining (1980) Instead of 
rand hotel, The Nesting has а haunted whorehouse, ut the 
smilies are undeniable: the scene where Lauren lurches from 
roc to room, discovering various sexual assignations and being 
“ha rough the halls by the clientele ts almost certainly inspired 
by be Kubrick fil (or if not, i inspired by the knowledge thar a 
fil of King's nove was oa iis way!) The back-story aspects also 
зем King: for example, the scene where secondary character 
Daniel (Michael David Lally) raumatcally discovers the truth of 
is parentage, (Coincidentally, lead acres Robin Groves went on 
vo appear in the King-penned Ser Buller in 1985) 

The violence is sparing = which account for the film's lower 
than average profile, given the splatter of the early eighties. The 
highlight comes when Lauren's psychiatrist Dr. Webb (Patrick 
Farrelly) is impaled through the eye (see also The Deadly Spawn 
for this classic psychiatrist's te) fling facedown on a railing 
Spike after trying to rescue her from а precarious upper window- 
‘ge. This moment of eye violence provides a welcome link to the 
бт» of Lucio Fulci, in particular hin classic supernatural horror 
The Bevond, which went before he cameras in October of 1980. 
The decaying old house that used to bea hotel the spooked female 
esa Victim falling from the roof. a time-shift between two 
ras, creepy manservans dramatic thunderstorms; the Fulciesque 
similarities are striking, hough in this case accidental. What The 
Nesting lacks ofcourse is The Beyond’ iid visual style, and its 
soredienched irrationality. Like most American horror 
filmmakers, Weston frames his nightmare scenario in a sensible 
папан format. That said, the sequence in which deranged white 
trash Abner (David Tabor) doggedly chases Lauren, first by car 
and then on foot through deserted farm buildings, is sustained 
Enough to be genuinely nightmarish, especially since his attack 
Seems so arbitrary. The final explanation fom Colonel LeBrun 
otn Carradine), though. ties up the loose ends in workmanlike 
fashion. What's salutary, for а film made by an ex orno director, 
i thal the story is entirely in sympathy with he ghostly prostituses 
{destroyed by а stubborn old man and ire stupid, vicious 
youths), and certainty does not blame them for “the ruir of many а 
poor бок." as the famous song "The House of the Rising Sun’ so 


egregiously puts it. 
ıa shame that Weston (born in 1932) never went oa to 
“develop his aptitude for horror. He was fired from the production 
of Dawn af e Mummy (1981), which wound up being made by 
Fyptian- American director Frank Agrama. While attempting 19 
release The Nesting under s original title of Phobia in the Spring 
Ог 1981, Weston was threatened with legal action by the producers 
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‘ofthe recent John Huston picture, Phobia (1980). starring Paul 
Michael Glaser, and had to rename the film. Some sources have 
claimed that Armand Weston was a psevdonym for porno producer 
Anthony Spinelli: this is not the case, as fellow pom director Cecil 
Howard has asserted. Weston shot Joe бату Mat (1975), but he 
is most notorious for his hypersleazy pomo-horrar fick The 
Defiance of Good (1974), staring The Last Ноше on the Les 
‘Weare, Fred Lincoln, aa adit doctor running а psychiatric 
hospital to which Jean Jennings is sent after being caught taking 
drues by her strict mother. She's gang-raped on her first night by 
three dangerous inmates, but that's nothing compared to what the 
Doctor has in mind. Subjected to bondage and sadistic torture, 
collared and chained like a dg. her mind ie broken down until she 
believes that her sole purpose in Ме is to submit to the deviant 
desires of others. The Defiance f Good i a handeoce pornographic 
nighumare that actually works аз drama, possessing a genuine 
Sadcan quality comparable to Jess Franco. Westons 1976 film The 
Taking of Christina is reportedly another ruling but compelling 
exercise inthe same territory He died on 26 May, 1988, 

Cinematographer Jo Femandez was а busy man on horror 
projects at the time: he shot Human Esperment for Gregory 
Goodell, and Вар, Fhe Ралі and Friday the 13th: The 
Final Chapter for Joseph Zito. The Nesting was he st movie 
‘credit of Hollywood acres Gloria Grahame, winner ofa Best 
Actress Osca for The Bad and he Вол in 1952, and star of 
hins like Crossfire (1947 - Oscar nominated), The Grotest Show 
om Earth (1952), ud Oklahoma! (1955) 

Made in New Vork State. 


NIGHT OF HORROR 
Tony Malanowski (1981) 
Soe interview with Tony Malanowski. 
Made in Maryland, 


A NIGHT TO DISMEMBER 
Doris Wishman (1933) 

Don't he distracted by better-known Wahman titles like Ba 
Girts бо to Hel and Let Me Die a Woman: thx is Dori's finest 
our. Unlike the torpid, attenuated dramas for which she's best 
known, 4 Night To Dismember is а joy from start to finish: Wat 
is, a8 long as you love cinema that confounds your sanity at 

every um. 

H, by some calamity: the Region 1 DVD has been deleted by 
the time you read this, you can simulac the experience thus: 
‘eink heavily and take а hit of MDA; invite the psychotic S&M 
freak in your life to bash you round the head ший you se stas 
then pall back, dribbling. from the brink of unconsciousness 
Still with me? What you're feeling is a fiir analogue of 4 Night 
To Dismember, possibly the most whocked-out movie in this 
book I's a celluloid embolism, deserving in spades the attention 
normally wasted on eamest old slowcoaches like Ed Wood and 
Al Adamson: 

Most Wishman films merely exemplify the Bad Movie norm 
They sound great when written up in condensed form, but that’s as- 
г as you need to о. At best, u well-chosen highlights tape would 
е fun to slot into a мсье study course on women's cinema 
But A Nigh To Dismember is something else: t ramps ll 
prev sous Wishman ораса hy consistently creaming your brains 
from чап to finish. The demented soundtrack cuts between stock 
cues and тиймей sound loci, like some meique conet 
"ighimare by Pierre Schaeffer, John Cage, or Kenny Everett 
Garbed information from the voice-over vies with abstract 
cacophony nine parts pos-syach dubbing to one рап synchronised 
logos. Someone's changing channel in your head and you may 
эз well get used to it Just when you think the film has done its 
‘worst an utterly twee, banal piece of muzak сы» in, ripped from 
some late-night shopping mall, the sort of thing you get over the 
Tannoy for special offers on tights and pickled goods. 
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‘Violence within the family seems to be the theme, but despite 
а haphazard narration vainly trying fo summarise the етесин 
squabbles, most viewers will find the question of who's doing 
‘what 1o whom impenetrable thoughout. Perhaps the best one can 
say is that roiling away in this miasme stew there's а murderous 
intrigue involving two sisters, Mary (Diane Cummins) and Vicki 
(Samantha Fon). 

‘On second thoughts, maybe "intrigue" is the wrong wont 
Атк detectives be warmed: even the unflappable Miss Marple 
‘would have a conniption trying to unravel this tale. Characters 
этке in the frame their faces filled with fear, rage or passionate 
intent, only lo exit the scene in the next shot having achieved 
precisely nothing. The interior of the main house, initially a pokey 
Tine condo, tums labyrinthine as characters stagger fom room to 
iy hi room, racing up multiple fights of stairs ший our sense 
‘ofthe interior dimensions is totally chaotic. The fact that this is 
actually Ms. Wishman’s own home (a revealed in the utterly 
priceless DVD commentary) only amplifies the majesty of 4 Night 
To Dumember's assault. When Wishman informs us that Vicki's 
bedroom was actually the guest mom of her own apartment, the 
sind reels: imagine actually saving there! You can keep your 
Пава tours round Beverly Hills, hi is the holiday destination 
ваме dreams are made of. 

There's plenty of blood and violence, but splatter fan wil 
likely feel as disconcerted as everyone chc. Ms, Wishman cares 
not a monkey schuf for physical reality: heads are lopped of, for 
sur, but her personal approach to gory ae ticks involves 
leisurely blade gently touching the victim's neck in fake slow 
motion. By contras, some ter close-ups of flesh beng pierced 
эге uncannily convincing (rather like the disturbing gore effects in 
José Mojica Marins's Troia de Terror). If nothing else, this 
wonzy swing between the flagrantly phoney and the unexpectedly 
realistic ramps up the film's powerful hallucinogenic quality- 

A Night To Dismember is, on the whole, а 68-minute celluloid 
ачтай, I's impressive because we simply car keep pace with 
the aesthetic transgressions hurled at the sereen. Framing is 
haphazard; the fim stock changes texture; character come and go 
sensclossly events contradit themselves: the dialogue сык n and 
та like a faulty telephone eyelines are totally ignored - Wishman 
amd her cameraman cross the line at east a hundred times, until 
pedantic notions of left and right, to and fro, back and forth, are 
tabled beyond recognition... for lovers of the terminally weird 
its hog heaven, 

However, a few scenes break through the ineptitude. Mary 
dreams that her entire family attacks her with various sharp 
implements, Wishman shows the deluge of blows in simulated 


окоо, and for once she actually finds a rhythm for the soene: 


‘meanwhile, the soundtrack offers quit groans, pitched somewhere 


between a dreamer's murmuring, a nymphomaniac’ sexual 
‘whimper, and the delirious sobs of the insane. As incoherent, 
incomprehensible and idiotie as this film may be, Mary's dicam i 
fantastically vivid and authentic. If Ms. Wishman needed to chum. 
‘out her entire ovre in order to reach this three-minute apotheosis, 
жей, I'm glad she did it. If you've ever sat bolt upright in bed at 
five in the moming shaking from the aftermath of a horrendous but 
elusive nightmare, you'll applaud Doris’ dogged persistence in 
finding, at last, the true register of her own demented dreams- 
Doris Wishman фей of cancer on 10 August, 2002, leaving 
behind a body af work that ix nothing if noc distinctive. By far the 
majority of her time was spent making skinflieks of one sort or 
another, and A Night To Dismember is her only dip into the horror 
жеше, per se. The story behind the flm goes at least some way 
towards explaining why it's so bizare. Wishman say shot her 
move trailers бтм, and then raised the cach for the film melf using 
ге included as an exra оа the DVD) In a 
‘calamity that would have floored mos directors, more than half of 
the feature material Wishman then shot was destroyed in a fire, after 
а disgruntled processing lb employee stuck back at his bosses by 
оки the building. Wishman had no insurance so there was no 
money to чап again, but instead of giving up she spent ig 
‘months assembling а new version of the film, using "ous" (outs 
and technically awed shots), clips fom her tiler, and new footage 
shot as cheaply as possible, add to what was salvaged fom the 
fie The result is a breathtaking amalgam, of wrongness, madness, 
and o-wrong-i’stight-ness: she even found room for a few shots 
dim her very first film, Hideout їл the Sun (1960) - typically, a 
Мааа screen portrait of a hideous sola. Wishman edited 
omolipl used takes together to extend short scenen, straining for 
‘he minimum feature running time: the effect в of time hiccupping. 
ос perhaps the projector trying to spit out the film. Cerain Wisma 
trademarks, sch as her penchant for repetitive close-ups of fect, 
preferably in whatever insane shoes wene considered stylish at the 
lime, survive into this movie, along with her cost-conscious 
preference foc extensive post-syno dialogue, the later of which 
‘ives ber work an autistic separation from reality. Characters rarely 
feel something directly without a voise-over telling us what it is, or 
an atrocius dubbed voice filing in for the character as their ips 
find something else to do, Much of Wishman's eccentric style is 
волей by lack of money, but i still а style. She could, айе all, 
have stopped making movies altogether, То continue under the 
burden of such financial depletion is a style statement in itself By 
the time this movie made it to DVD, Wishman was struggling to 
mount a new skinflick production, but without an accumulation of 
back pay for movies already in production, life was petting hard. In 
fct, one of he точ forlorn and moving aspects of ihe commentary 
is her freqent sigh of "T ih ved there now as she looks at her 
‘old apartment. We also lar that Ms, Wishman wanted to make 
another horror film, possibly culled from a їлїш lash-pl of out- 
takes — with the awe-inspiring tile, Axe of Violence. Never mind a 
director's eut of The Magnificent Amberson, here is a restoration 
project worthy of AFI funding! 


Made in Purgatory. 


NIGHTBEAST 
Dos Dobler (1982) 

A spaceship cashes near a small Maryland town With the 
town's corrupt mayor reluctant to act, it's up o Sheriff Cinder (Tom. 
Gri) to save the locals from the monster that emerges from the 
wreckage... Vell the sheriff's perm has got shaggier, but other han 
that we're bak on the same stylistic turf as Dobler's firs fim, The 
Alien Factor. No mention is made of the events of that movie, 
hough, so | guess Griffiths is not meant to be playing the same. 
character, even if he docs have the same name. Besides, it would be 
‘oh to explain why rev alin spese have crash-landed in the 
same small area of Maryland, Nevertheless, much is the same — 
‘essentially. ап alien stranded on carts after из spaceship crash-lands 
goes roaming the woods attacking people. This time, though, the 
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creature wears a shiny jumpsuit, Ше some interplanetary disco 
is en route for атое форе duet with Olivia NewonsJohn. The 
sly other difference is that Dohler adds a brief, nervous sex seene 
aod a few bared beasts (presumably at the prompting of distributors 
The Allen Factor and Fiend were totally sexless, probably because 
Ws harder to ask your family and friends to strip o than an actress 
om а casting agency) The pacing is tighter, but essentially it's 
den Factor redux with extra gore: in itself reason to celebrate, of 
Souse, especially the cheerfully goesome decapitation scene. 
Nighieat is really a o of fon, with а monster whose foce is 
so impressively ugly you forgive it for having no moveable 
features. If the effects arent up to the standard of, say, The Deadly 
Span (although designed by the same make-up апі, John Dod), 
they are still very satisfying. and the characters aren't given too 
moch unnecessary chit-chat between slaughter: What dialogue 
there is mostly advances the drama. Fans of John Waters will 
enjoy seeing Baltimore actor George Stover once again embedded 
in a cast of local Thess and the sort of enthusiastic also-rans who 
populate Doer lms. Thankfully though, their efforts, no mater 


кок rough-bewn, never descend into snide or facetious camp: a 
testament perhaps to оу directing skills, and his devotion to 
the scii horror subject mater The 1980s saw the emergence ofa 
sinema underclass of gore tume directors, many of whom, 
Sitout wishing to be too bars, should have had their eris 
shoved down the neaes trash compacto Dobler, though just as 
much а fr-tumeddirctor, had enough filmmaking skill to escape 
that category, coming over as the sort of super-low-budget player 
Who would probably have ended up working for Corman had he. 
entered the field a few years earlier. 


ду, Don Dohler died of cancer on 2 December 2, 2006, He was 60. 


Don Lelfert on Don Dohler and NightBeast: 
“met Don Dohler aver George Stover s howe. Stover, а 16mm 
fm collector. hosts frequen viewings in hix basement: During the 
seventies, we met every Tesday evening. Don Dohler attended а 
Screening and we lid about a variety of fine lated subjects. 
Shorty thereafter he cle те ond asked me to play the lead i The 
Alin Factor. Не said he led ту voice. We became very good 
нет and socialised frequen. In the nineties, we co-edited a 
called Cinemagi for seven years before packing iin. Of ihe 
five Dohler films n which appeared, NightBeast was ту favourite. 
Incidentally, 1 needed a double for the motoreyele scenes, as 1 awe 
never driven оле. During the final scene in which Т attack the deputy 
heri she scratched me vo тату times 1 билм | needed а eamus 
Shot. She had no experience wth stage fighting and actually fought 
me [а not pleased and had nothing to do itk her afier that 
T remember Don as an excellent collaborator and as a valued 
уната He was sany going, intelectual curious, and hand working 
hut most qf all he was driven o create. Не weas, in may wo à 
contradiction: he war an excellent writer. editor. amd organizer, yet 
Ж was a high schol dropout; he seldom ventured outside his 
community in Perry Най, yet he tx a relatively wellknown movie 
‘decor: and aly he wes that rarest of all breeds = u filmmaker 
hho never sought praise or accolades. Ir was the process of. 
moviemaking that he loved Don was а good rend. wil miss Мт. 
Made in Maryland. 
ser alvo: The Alien Factor and Fiend 
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NURSE SHERRI 
Al Adamson (1977) 

aka The Possession of Nurse Sherri 

aka Hands of Death 

aka Black Voodoo 

aka Killer 

aka Bevond the Living 

aka Hospital of Terror 

A black magician called Thomas Reighauer (Bill Roy) suffers 
a heart ашк while uying to resurrect a corpse in front of his 
followers. He dies in hospital but his spirit possesses Nurse Sherri 
(ill Jacobson), sending her on а killing spree: the targets include 
Reinhauer's black associate (J.C. Wells) and the doctors who 
failed to revive him. 

Mason s cardboard creativity remain 
unconvincing as ever, but this is probably the most enjoyable of 
his horror titles, In case you think that's a recommendation, please 
don't get me wrong: i's still Adamson, i sil at least 75%. 
упы. епі murders are the highlights, thanks to Jil 


as may and 


Jacobson's bizarne performance. Ао of note is some extremely 
e funky animation wed to signify the invading spirit, consisting 
of psychedelic pencil scribbles superimposed with green light (at 
least 1 think ics тесп; it probably depends on the video release). 
Чолан forthe hyperactive effects designer, Jill Jacobson 
undergoes this barrage of overlays with the stoical indifTerence of 
а cow pestered by fes. The soundtrack combines forties-style 
orchestration and buzzing Theremin, of a kind so out of date in the 
late seventies that to anyone except Adamson it signified nothing 
but he elapped-out scares of a bygone er 

What’s annoying about Adamson’ films is that they're prone to 
wandering im their chosen gere to include brain-achingly generic 
ar chases, comedy sex scenes, or tedious action ephemera. I'm all 
Tor mixing it шр, penre-wise: but with unerng accuracy Adamson 
works 1o the wrong recipe. Producer Sam Sherman, credited as 
Mark Sherwood, claims the fim was inspired by Brian De Pos 


Carrie; а semen hut makes sense for just one shot, when a 
blood soaked Sherri advanecs on her lover brandishing bloody 
knives shot from a low angle that makes her resemble Carnes 
‘crazy mother. (Overall its more lie Patrick, really) NB: In a boich 
‘hat seems to sum up Adams's ae the DVD commentary for 
The Possession of Nurse Sherri has Sherman's reminiscences 
completely ош ot synch with the actions they describe. 
Made in California. 
se also: Blood of Ghastly Horror, Brain of Blood, ond 
Dracula vx Frankenstein 


PHANTASM. 
= Don Coscarelli (1978) 
aka The Never Dead 

Phumtasm appeared out of nowhere in the le 1970s and 
leaned up at the box-office, introducing us to a new directing 
talent in Don Coscarelli, and з new denizen of the мии hall 
of fame in Angus Serimm's unforgettable Tall Mon. While budget 
Timitatons mean thar the special effects occasionally challenge our 
credulity, Coscarelli always has another great ides up his sleeve, so 
that sene by scone we're given far more than the standard issue 
For horror films of the period; a perfect fasion of mood, seting, 


‘character and music, not 10 mention a host of wild visual concepts- 
Phantasm mixes genres with such smart but unselfeonscious verve 
that i's oly later you realise you've been watching а sci-fi horror 
film about grave robbers from another world. That's right, he 
same plot as Plan 9 frm Outer Space Could this be the fiim 
Edvard D. Wood was seeing in his mind's eye? Certainly nothing 
could be farther from Wood's ineptitude in this assured and 
Phantasm тау be wild and oftthe-wall, but underpinning the 
it's a Gim about 


weirdness is а strong emotional current 
friendship and fratemal Jove as much as monsters and alternative 


dimensions. h's this marriage of feeling and fants 
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for he enduring fscination the film has inspired in fans all over 
the word Instead ol thc currenlly fashionable notion that the lead 
чая of a teen horror fick should мире and bicker with cach other, 
‘thus giving the кре the chance o demonstrate their 
‘supposedly waspish wit, Cosarell's script foregrounds loyalty. 
courage, friendship and perseverance. Instead of simpl senting up 
empowerment clichés, he gives cach of his throe leads the 
‘capacity not only to face the horrors but also to appreciate each 
other's warth in he process. 

‘Phantasm achieves an almost effress dreamlike quality. 
which becomes more and more pervasive as the story develops. 
Coscarelli was way ahead. slyly undermining our sense of wha 
real and unreal five whole years before Wes Craven’ Арта 
on Elm Sie came along and seized the mass market with the 
same idea writ diot-large. At one point Coscarelli even poes for an 
"t weas all a dream” twist, and not only makes it work but gives it 
pathos, a sorrowful bloom of surprise that touches your ear 

What ea 1 say about Planta villain, The Tall Man? 
sen, think, just wo dozen words, Angus Scrimm propelled this 
legant looming fiend into the Pantheon of horar icons. The 
Sene where Mike sees him walking in ominous slow motion down 
пша street, “warming” his hands over the chilly condensation 
rising fromm ап босса vans open refrigerator door, is as poetic, 
noy and strange as anything in the genre, Serius performance 
ıs a dream in itself - и straddles the divide beween horror and 
fairytale, being both arch and ominous, knowing apd nighunarish. 
Far more than just а killer in the Michael Myers ог Jason Voorhees 
mould, The Tall Man embodies а primal archetype: the figure at 
the end of the bel. He represents all childhood fears: an abductor, 
ıa killer of parens, a шег in the дай: and his obsession with 
Mike has an almost feverish intensity, Invading dreams and 
intruding into night rooms, he's а negative Peter Pan, trying to 
draw Mike (like Wendy) into a never-never land beyond 
Зо, ош of ime. 

As befits а tale of adolescent anxieties, the subject of sexual 
awakening is inescapable, Mike, whose older brother Jody is 
already scoring dates, enjoys the slightly perverse pleasure of 
spying on his sibling's ‘conquests. But while observing Jody 
making ош at the cemetery with a инду, ethereal girî (who's 
more involved in the story's dark side than either of the brothers 
reals), Mike is attacked by the sinister covled emissaries of 
another realm. 

/On a story level, his “other realm" is another planet. But оп. 
symbolic level, is adulthood. Thanks to The Tall Man's 
Stiles death leads о slavery. In а film where the protagonists 
ae teenagers and the dead аге their elden, its not such aig leap 
to sec this tret of post-mortem slavery as а metaphor for the 
‘fears of smart kids, fast reaching the age at which they're meant 10 
‘choose a responsible adult role in ife. Many a dissolute teenager 
has felt a chill of dismay when faced with the prospect of geuing a 
“rel job should know = I ШЇ feel it ow.) Perhaps Ве young 
Coscarelli (whose parents supported his moviemaking dreams and 
Who directed his first film at the age of 21) was disconced to see 
school бета being lured into dull and meaningless occupations? 

When you're very young. the promise of adulthood is a done 
ea: power, auton staying up late — what's not to like? Come 
"be md-teens and things change: adul ie is apprehended with a. 
curious misture of feas, exhilaration and contempt. Newly 
important sexual teens beckon, and there are social freedoms 
too, inasmuch as you can at last decide when, where, and with 
whom you sleep. Yet the tempting sales pitch masks a dull weight 
ol responsibility. To live after death on The Tall Man's planet is to 
become a zombie dwarf, a erushed remnant of humanity oiling 
meainglesly in a vold. A bit like working in an office? No one 
heroic or interesting has a "serious job in Phantasm: Jody is an 
itinerant rock musician: Mike is too young for work while family 
friend and offbeat bers Reggie ix, of al things, a4 Ice-Cream Man 

э sityenrld's choice of profession. (The extras on the 
Phantasm DVD include a discarded scene featuring Jody as an 
‘executive Niring with a girl in his fice. Cute though he looks in 


bis flared seventies business garh, the scene would have eroded 
Jody's symbolic value as the brother wbo has not ‘sold out and 
acquisced to nonmaliy and was rightfully discarded by 
Coscarelli) 

‘Phantasm also deals with a teenager's conflicting feelings 
about family. We start with tbe funeral of Mike and Jody's parens, 
yet as the spellbinding musie and unpredictable plot weave on. the 
brothers show litle sign of trauma o sorrow: “ly rime J gues vou 
хат get uved t just about anything.” Jody says: Ir like the 
daydreams you have as а kid, of your parents dying and leaving 
You to live on at home, without them. You imagine with all due 
sadness the биктә! and the tears, but you also relish the ides of 
having the fry home to yoursell: Mike seems to get all the 
family support he needs from his brother, although this is 
threatened by Jody's plan to move away and send Mike off to an 
тшп. Both are horrified and furious when they realise their 
parents” bodies are missing from Morningside: but there's по real 
sense of a hole in their lives beforehand. They basically support 
‘ach other. In this context, the final scenes are all the more 
poignant. 

There is at east ome adult in Phantasm (outside ofthe mil 
Who has rejected he dreary adult grind. The old waman who lives 
эи ‘the house on tbe comer" Gn besutifilly understated fairytale 
manner) may be tno old for wark, but she's obviously too 
тумау endowed to nocd it. Her role as a powerful wich 
sounterweights the threat of The Tall Man. The old woman never 
speaks (fing the masculine realm of language and definition) 
Her granddaughter (or is she a familiar?) communicates the old 
woman's thoughts to Mike: Fear ir the kir Hari whar grandma 
чала you ose. "There follows a brief but Beauly achieved 
‘demonstration of magic redolent of he similarly entrancing 

Facts in Cocteau’ Orph) This short but resonant scene in the 
ош lady's house embodies а positive perception of women, 
against the Lady т Lavender, seductress and veil for The Tall Man: 
The fact that the granddaughter speaks for the grandmother, as If in 
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uie accord, ts elegant shorthand for the idea that women are 
a separate species, with different aims and purposes on this planet. 
When Mike departs, Coscarelli ets back to the wo wom 
пота private joke, chuckling in slightly macabre fashion. К 
if theyre laughing to themselves at the crises of male 
evelopment. (1 was reminded o the equally sinister lauphter of 
the wo elderly women in Nicolas Roeg's Dur) Look Nov.) 

Ви adults, whether dead, benevolenily mysterious, or wicked: 
ис not the main focus of Phantasm Instead, young Mike's 
curiosity provides the dynamo of the sory. Cannily playing to the 
{cen audience. Coscael hax tbe boy constantly pushing the 
arraun forwards, always going his own жау: declining to attend 
family funeral and then spying on through binoculars, 

‘curing to the funeral home to investigate, contriving an 


explosive device in order o scope ftm the bedroom Jody has 
locked him in, and, most importantly, alerting is older brother 10 
the danger ol The Tali Man. In a pivotal scene, Mike shows Jody 
the evidence that proves, onse and for all, that the wold is going 


crazy (a box conining a severed, stilltwitching finger, oozing 
yellow blood!) We feel a grateful satisfaction as Jody looks inside, 
атр ira comic pause = “Okap. Pelee oe!” We're wed 
tothe film cliché of the bero being mocked and disbelieved, 
always unable to present evidence when it's needed. Such scene 
San бр a fantasy flm down with too much псам. 
scepticism, halting the flow of the story, Not s in Phantasm: The 
doubting older brother is brought into the fold in à short, sweet, 
and funny way 
mes, to do with family and adolescence, fraternity 

d loyalty, are only рап of the fin s appeal. Phantasm is a 
Wonderful, emotionally engaging whole: it's very hard to case it 
pat because the movie has the gentle but startling consonance af 
‘ream. There are marvels in the fiim | haven't even wuched 
apon here, as think it's good not to dissect a film best experi- 

ed as а camival of surprises. Leaving almost з many loose 
ds dangling a here are in tne film, ГИ end by praising the score 
(atthe time of writing stil criminally unavailable oa CD), A bad or 
en indifferent soundırek would have cramped Phantasm so 
Бойу that we would today have been mouming а near miss, rather 
than celebrating a classic. Fred Myrow and Malcolm Seagrave 
deserve our gratitude for taking the repetitive ostinato of 
Halloween and adding tonal colour. Don't get me wrong, John 
Carpenter's score for Halloween is a wonder; а casi piece о 
audience manipulation. However, Phantasm not only exploits it 
hat also transcends й. Subtle Й in counterpoint, timbre, and 
emphasis are far ahead of Нате pulsing minimalism. 
‘Musical themes are explored not only as clusters of notes but also 
bs textures, with a sensual, hid quality that reaches the nitive 
Side ofthe brain. The tile theme, filtered, transponi, and 
occasionally mangled, matches the director's dri between fantasy 
and horror. The result is a perfect blend ol image and sound 
Second only to the collaboration between alian director Luce 
Fulci and the composer Fabio Frizzi 


Made in California, 


Reviews. 


моз 
More Lawrence (1972) m 

aka Day's Deos Darling musei et 
ska Horror Farm. 
‘ka Blood Pen 
ska The Killer 
aha The бте Love Exorcist 
aka The Strange Exorcism of Lynn Hart 

Pigs a love story in case you're wondering. sa marvel 
loy strange and absorbing film directed by actor and 
consummate sereen villain Mare Lawrence. Irsa personal 
favourite of mine, one of the initial handful of titles hat inspired 
me to embark on this book. Alright. so there's itle in the way of 
Action but the absence of a forward-driving narrative is an 
essential рап ofthe fun: Pigs doesn't Пу; it Пош». There's a 
muted psychedelic feel o the film — you feel kind of toned 
Watching и, a sensation that's cued up by Charles Berstei e 
wonderful sivties-style theme song ("Somebody waiting for 
yousomehere down the поо Keep оп driving") amd his often 
Чап score, which employs lots of Jews harp (a neglected 
psychedelic instrument in my opinion) 

Pretty but disturbed Lyan Webster [played by Toni 
Lawrence, Mare Lawrence's real-life daughter) exc 


De ong Боня 


asylum wher 
sexually abusive father, Making off ио the countryside, 
‘exhausted and out of money, e spies a ramwbackle old ea. She 
asks the owner, Zambrini (Mare Lawrence), for a job anda place 
o stay, We already know Zamhrini s odd because we've seen 
him feeding a human corpse to the pigs he keeps out hock. He 
apologised to the dead man, explaining that the pigs have 
developed a uste fr human flesh ever since stacking on а drunk 
fell asleep in their field. But is he actually killing people. or 
simply stealing heir corpses? 
Zambia may be a strange old coot, but birds ofa feather 
‘Nock together, and he takes troubled Lynn under his wing. 
Quick intuiting that she's on the ra, he refrains from pushing 
her to explain, even covering for her when the loca pig - som, 
sheriff Dan Cole (Jesse Vint), starts suing round asking 
questions. However, suspicions are accumulating around Zambeini 
himself, thanks to th claims of two dolly old cows = sorry; lies 
Miss Macy and Annette (Katherine Ross and Iris Kom), who 
{ell anyone who'l Iisten that Zambrini is killing people to fed 1o 
his pores. Sheriff Cole finds the story a hard turnip to swallow, 
mainly because Miss Macy insists that Zambrini is stealing the 
soul of his ctis (Miss Macy: "They v not pigs you Anne 
Hey e ded people: He feeds those pigs dead people, and then he 
‘as he pigs" Shen Cole: "T фонї sink ere a law against 
turning dead people into pig") Cole tells her that a body has 
heen stolen from the local morgue = 4 comment that helps to 
sustain the ambiguity of Zambin's actions. 
‘Les ambiguous by a Jong way is Lynn's continuing status as 
a dangerous psychotic. After she's mauled by an amorous uck- 
drivet [Bone Adams), Lynn invites him imo Бей, then slashes 
him to death with straight razor (implicitly castrating him. 


Actor штей descr Mare Lanat. 
as seen a Slug À— 


beneath the sheets): Hearing screams, Гап discovers Lynn — 
delicious and ФШ, crouched in he comer of her room, with "e 


the trvcker's blovd-soaked corpse on the bed: Tenderly, he 
implores her to forget all about it, then drags the mute body 
out to the pipe: 

Like 1 said, a love story Okay, i's а love story between à 
psychotic teenage girl and a расста pig-farmer, but love is 
dose, righ! Both Lynn and Zambrini are lonely, andas they 
recognise each others’ haunted souls, a bond develops. The 
incestuous aspect is clearly signalled, but displaced through games 
and dreams - we never see the two of them Kiss, ог even embrace, 
However, the scenario ts given an extra level of perversity у the 
het hat Mare and Toni Lawrence were father and рт in real 
Ше: а тешем frisson that onc-aps even Dario Argento's The 
Stendhal Syndrome tin which the director's daughter Asia ie apad 
in brutal fashion before turning feminist avenger), 


Tis alow should hare et Lym e 
aire fom Pg. 


down to the 
wy. . yourein 
ig surprise 


sape‏ ن 
Сере momen i Tha Possessed nd he‏ 
rd‏ 


Toni Lawrence raises goosebumps with her performance as 
the terminally damaged Lynn. Lyon craves both forgiveness and 
punishment from her dead father; a common dichotomy with 
abused children who lash out at their abusers. The first night that 
Lynn sleeps under Zambrini's roof she dreams of him as a 
punishing figure, айас her with a razor. Lawrence directs by 
initially withholding a distinction beween real and imaginary: 
The scene begins at night with Lynn asleep in bed, We see 
ту advance across the darkened room. As he prepares to 
ll her, Lynn stirs. Zamibrini hesitates. Then, satisfied that she's 
asleep, he slashes her face, over and over, accompanied by a 
cacophony of screaming and the amplified squeal of pigs: at 
‘which point Lynn wakes up in panie, to reveal it was "justa 
nightmare 

The local cop is there to stem incestuousness with the voice 
o Law: "dre yow related o Zambrini the Great?" he asks, 
pointedly. OF course, the cop is also a love rival - it seems that 
Lymm айга men who want to "help her in one way or another 
Eventually another "helper? Jess Winter (Jim Antonio) an 
Investigator sent by the asylum - tracks her down and ties to 
persuade her to reum (an unusual way of dealing with escaped 
homicidal maniacs, but this s California). Unfortunately, the 
allure of the nuthouse just cat compete with he new man in 
Lynn's Ме. Zambrini wants her to stay, о she stabs the 
interfering Winter to death, only just managing to conceal her 
test crime from the sherif. Zambrini, her surrogate daddy. 
helps her to dispose of the body. 

The film is set in some kind of limbo, an unreal place 
between life and death (actually Camarillo, near Los Angeles). I 
don't mean that Lawrence employs any overt visual flourishes 10 
make the setting fantastical; there эге no swathes of mist or 
quasisupernatuml manifestations to suggest parallel dimensions. 
Nonetheless, much of Pigs feels dreamily displaced from the real 
word, Zambrini's сабаг sits in the dust of the California 
desert hills, а last outpost on an abandoned frontier, and the 
central relationship between old man and young girl feels 
dreamlike too, as if two fantasy figures have escaped from an 
imaginary asylum and run of together. A lascivious oil worker 
the bar tells Lynn: "Zambrint always gets the pretty girls, Thay 
come here and work for a while and then hey disappear: Thev 
ay he feeds them to the pigs" Again: there's something 
dreamlike about this exchange: so many people seem to have 
guessed Zambrini’s pig-feeding habits, yet nothing is done about 
ч. The unpleasant customer continues: “Ler me tell you about 
him. about Zambrini. He worked in a cires. Рей aff a platform 
five hundred foet up. They say he was dead. They look hin 1 the 
morgue. And he came to. Нех dead, then he was alive. Thati 
чо they sav. Something wrong with that man.” (It's interesting 
to compare this back-story with the plot of John Hayes's Dream 
No Evil, in which Lawrence appears as an undertaker killed by a 
woman who works in а travelling circus) When Lynn asks 
Zambrini about the missing barmaid, his answer ist exact 
reassuring: “Ler them come here, let "em run way, what’ the 
аксе? Let ет ran. No oe finds out" Zambrini is similarly 
terse when Lynn explains her recent nightmare: “Everybody has 
had dreams. Eversbods 

The pigs are а constant presence, a force of atur, 
harbingers of madness and violence. Shots of snouts pushing at 
rickety pigpen gates communicate а barely contained savagery. 
Interestingly. though, the pigs are edited to represent, at different 

nes, both victim and predator, They suggest the bestia in man 
and woman: at various times, both Lynn and Zambrini are 
identified with the animals. As already described, Lynn's screams 
ore merged with pig-squeals during her nightmare; and when 
Zambrini tries о throw a gang of suspicious workmen off his 
land. one of them snarls; "Don owch me. {dont like pigs 
teaching те 

‘Conventionally, of course, pigs symbolise greed. In the 
“Jewish faith they represent impurity; їн Islam they're symbols of 
‘evil lust and ignorance; and t is after all an ей lu, in the form 


ofa father's rape of his daughter, that sets the story in motion. I 
general though, Pig doesn't linger at the symbole level: there's 
ал almost arbitrary quality to the inclusion оГ flesh-eating 
porkers They lack the significance given them in, say, Thomas 
Harris's novel Hannibal, but they brand themselves into your 
memory with a lucidity tha is its own justification. 

Composer Charles Berastein remembers that the production 
was a long drawn out affair, shot over many months and 
subsequently re-cut and agonised over for quite some time by 
Lawrence. Certainly there is a für amount of confusion in the 
story, such as the question of whether Zambrini is actually а 
murderer or just а grave-robber; perhaps Lawrence was unable 
то decide and ended up Ming the point? Lynn's name is given 
as Webster throughout the film, but at the end her death 
сепїйеме is headed up Lynn Hart, as confirmed in one of the 
film's many retitlings, The Strange Exorcism of Lynn Hort. In 
Mare Lawrence's autobiography, Long Time, No See, this 
Anomaly st least is explained: “lr fll short. Maybe i wis the 
‘ad. Another distributor took it оп and then another. They came 
to me with an idea they wanted fo Incorporate — to do an 
Exorcist beginning. I did И gratis. The film was mow on its wey 
The last title и played under, that | row of was The Strange 
Exorcism of Lynn Hart don Y now where Hart came from: the 
airs name în the film was Webster. I heard they're making 
money мий й 

‘According о star Jesse Vint, actor Ross Hagen owned the 
rights to Pigs at one time and was selling the film all over the 
‘world under various titles. Pigs wasn't reviewed by Harer until 
1982, when Aquarius played it in New York City as Daddy 
Deadly Darling. Vint tld Peychonronie Video magazine, “We 
were told и was going to be а tle movie that the daughter [Toi 
Lawrence) was going 1o use as m on herself". In the presides 
dys actors often submited mon themselves when auditions 
Ung for а movie role. H took eight days to film ond 1 was 
Involved for ten of them. 

А contributor to the Mobius Home Video Forum spotted yet 
another retiling: I wan inspecting the first rel of an unknow 
төне labeled Blood Pen (complete with what looked like а 
тост tle card, including sock musi!) It 
opened with а really amateurish-loking scene involving a priest 
[going ito а hospital oom as a nervous doctor (looking title 
like Larry Hagman) айе арай it Inside is what i 
apparently a possessed young woman ийа snarls ina dubbed 
Dig growl) cavorting with a huge rat. Anyway. rhe exorcism 
oe роону; and she bolts out he window: Then, on audible 
splice. and I am greeted with the sigh of Mare Lawrence sous 
fo feed an elderly victim to his pigs, and realized this movie was 
Pigs! Apparently, somebody hijacked this articular print, didu 
care for the incestuous opening, and ereated ti new one 1o 
explain Tomi Lawrence escape and dementia, (Of cours. the 

“possessed” actress looks nothing like hr 

Lawrence ofcourse would, quite reasonably, regard this 
movie as а mere footnote to а long and illustrious career in the 
classic Hollywood films of the forties and fifties. Bom 17 
February, 1910, in the Bronx, he attended the City College of 
New York. In 1930, he joined Eva Le Gallienne's acting 
company. and befriended a young man who would eventually 
change his name to John Garfield. They appeared together in a 
play for Le Gallienne, and for a while joined the politically 
radical Group Theater. Lawrence was given а film contract with 
Columbia Pictures, where he excelled in a series of roles as 
brooding heaves, gangsters and mobsters. Following the Second 
World War, Lawrence was charged with Communist leanings. 
Before the House Un-American Activities Comite, he 
admitted be had once been a member of the Communist Party. 
and under pressure, named the names of other Party members 
Не was blacklisted and departed for Europe, When the blacklist 
was overwritten, he retumed lo America. He died on 27 
November, 2005, of natural causes. 


Nightmare USA 


THE POSSESSED! 
Charles Nizet (1974) 
аз Help Me... m Possessed! 

No, not a сагс horror Dostoevsky adaptation, you'll be sorry 
ө hear. Instead it's a creaky mad scientist story reminiscent of the 
comtemporary effos of Al Adamson or Ted V Mikes, but without 
ч slumming yesteryear cast of the former or the ferme-fatale 
‘is of the later The setning is an asylum built in the desert — or 
ather what looks like а chunk of lover skid-row Hollywood 
езу. in the form of a patently false castle façade, erected in the 
зза Bronson Canyon, California. The doctor i trying to 
extract the “Essence of Evil" ftom various abductees caged in his 
ау, only for the stuff to escape and go rampaging around 
the deser, tacking various passers-by and a couple of cops. The 
Essence of Evil, i transpires, looks ike a blurry close-up of red 
чот dangled at he camera, So now you know. 

This is a tedious m that feels left over from another er. The 
ators are tiresomely campy: particularly the limping, retarded 
зач and the doctor's wife, whose wig and costume give her 
the appearance оа soon-to-be revealed crossdresser. The 
vortiesly shrieking caged girls and a handful of corny mental 
patiems soon outta their welcome teo, By far the most sereen 
Time is taken up with interminable interviews between the doctor 
and the sheriff, conducted in an ugly, windowless office set. The 
Pase is unimaginative camp that fails о ad up to genuine 
siyle: i's like Bloodiweking Freaks without the sex, blood, sadism 
‘su nihilism. Imagine that. Whats left makes Eric Jeffrey Hai 

e Jekyll and Hyde Portfolio look like a спан in waiting. 

Charles Nizet was hom in Belgium on 1 March, 1932. His 
carer han yet lo he properly researched, but he turned his hand to 
жаг movies (Mission: rea, 1968); пиез (Slaves of Lave, 1969): 
and crime dramas (Three-Way Spi, 1970), before settling on 
horror for a while with The Ravager (1970), Voodoo Heartbeat 

1972), and The Possessed! When Impact Fils tried to release a 
smite print of the later in Australia in 1982 it was reportedly 
banned for reasons of sexual violence. The following year it was 

tes and awarded an А rating. Nizet died on 4 
Febeusry, 2003: according to the IMDB, he was murdered during a 
лр to Brazil. Nizet also made the Vietnam PO V. rescue movie 
Rescue Force, starring real Ме Green Beret and activist Bo Gritz. 
Made in California. 


THE PREMONITION 
Robert Allen Schnitzer (1975) 
see interview with Robert Allen ісе. 


Made in Mississippi. 


PSYCHOPATHL 
Lamy Brown (1972) 

sha An Eve for an Eve (original tile) 

ska Me Rabbey (seript tle) 

А mean, lardass mom (Barbra Grover) and her weak Цай 
stooge of a husband (Lance Larson) Kil their young soo during a 
punishment beating that goes too far. This and other parental evils 
are noted by Mr: Rabbey (Tom Basham), an obsessive children's 
ТУ entertsnce with an affinity for his pre-teen audience that goes 
beyond professionalism and into psychopathology. Carolyn 
(Gretchen Kanne), the producer of the Mr. abbey TV series, 
knows that her star is Бой! a natural children's performer anda few 
liquorice sticks short of a bunde, and во shields him from the 
adul word to a degree, bur t's the adult world thut needs to watch 
жа: Mr. Rabbey is about to assume the mantle of children's 
Protector, embarking оп а moral-crusading mirer spree, with 
Abusive parent as victims. 

This frequently overlooked psyeho-thriller, shot in 1972 as Ая 
‘Eve for an Eve is distinguished from the crowd by a fantastic 
premise and a startling cemal performance. Director Lary Brown 
and writer Walter Dallenbach replace the usual victim-parade of 


Reviews 


nubile sereamers with а string of nasty, abusive parents; und with а 
prototype Реелеее Herman as your murdering anti-hero there's 
mobbing trite or formulaic about the set-up. Unfortunately, Brown 
loses his grip of the material afler forty five minutes ог эо, and 
While there are stil some good scenes lster on, the potential this 
m had to be an out-and-out classic slips away: Nevertheless, 
Psychopath is the sont of wild, unset hat makes 
exploring the waysides of the genre so compelling 

The greater part of the blame for child abuse here îs directed 
at bad mers, with fathers ether absent or weakly condoning 
their spouses” cruel (t would make а good double Nl with 
Don Go in the House) The flm is unrelentingly obsessed with 

ty moms: the only parent we see with redeeming qualities is 
father who berates bis wife and urpes her not to bent the child 
while he's away at об: (Уш hep your damn hands of don 
wont her hurt my more. ln dam sick and tirad of every time 1 
come home from work wondering (Tn going find that Kd in 
‘one piece!" Statistically. men are the more likely abuser, at least 
"hen it comes to physical violence — alihough you could argue 
that it psychological abuse was easier to quantify. the figures 
would not look so one-sided, A writer shouldn't have to take » 


an aiming for some specious notion of 
"balance", But Рзусйорай! does run into problems by posing the 

lopsided way. Although it will chime with some 
viewers experiences, the film's overwhelming cancer with bad 
топ runs the risk of semimentalising or excusing the parade of 
weak or absent fathers 

Having said that, there н а tendency to tum away from the 
idea of abusive motherhood. Most people will Пос to the cause of 
the child abused by their futher, but you can expect a lonelier 
‘res if your concer is maternal abuse. The abusive mother is, 
Some would even argue, a victim Безе, forced іно cruelty by the 
distorting pressures of patriarchy. Special pleading of this sort 
obscures the fact that the abusive mother is an apent of serious 
emotional damage. Is still а uboo subject today, thanks to a 
combination of emotional denial o the part of men and 
defensiveness оп the part of women. The mothers in Psychopath 
are all completely believable; from the fat harpy in the first scene, 
who demands hat hr husband savagely assault their nine-year old 
оп simply for playing in the tret and getting diry, to the 
wealthy career mor who submits her daughter to а litany of som. 
in private, but tums on the sweetness and light in front of ber 
friends 

As for Mr. Rabbey he must be the horror genre's strangest 
‘mass Killer. Soft-spoken, gente, he's virtually the embodiment of 
the whimsical, effeminate homosexual The character's sexuality is 
never alluded to, but he undoubtedly going to be perceived as 
scrcamingly gay by most audiences, I not long before the 
conventional suspicion that a man like this must Бе interested in 
“шев for unsavoury reasons is expressed by one hostile mother, 
ler her daughter joins а crowd of children gathered round Ме 
Rabbey in a public playground: “Well, dan лом ahou yon. 
With all these children. й tsn normal! Fm gonna tak t ome 
people who have some authority about ths. Do the mothers of 
these children know they've ut here with you? Tbe they don 
‘and m gonna see 10 that токо docs know about ИТ” Her 
outburst, however, is not as public-spirited as i весть. Rather than 
expressing legitimate parental coocem, she's merely resent 
‘because Ме Rabbey stared at her when she was yelling abuse at 
her litle girt: Dallenbach's astute observation being that parents 
often не the spectre of stranger abuse” as а way of distracting 
from their own abusive behaviour, 

The moral and emotional core of the im is a seene in the 
‘children’s wand of a hospital, where a nurse (Margaret Avery) 
explains to а cop investigating a suspected child-abuse case how 
she can spot an abused child from their behaviour. "Onee sow ve 
seen a child who’ been beaten: yow Anon: You know: Not hy the 
marks оп the outside. by the omes inside |. Peuple think thara 
child whos been beaten will rebel. become incorrigible, hur it 


The fun begins. 
pben the dangbter starts! 


3 A Eye or an Eye 


agposte botom ngre, fom те юр: 
Rien. > atc ach Коў apparent. 
Dr нау (Karen McDiarmid) - ero ба 
ewe рл росу Мб A did his 
Saas утеп monster 

Без pada vate from Mr Rebane. 


De Fay han lars for hese sheers in 


Prychepsts 


Just the oposite (A child ho bee beaten is completely 
dele, He U отут ути tell him no, just ал ong as you dor? 
rt him gin." She makes her point by staging a demonstration. 
Speaking firmly to young boy of five, ying in his hospital bed 
with a broken arm and fractured hin, she demands the boy lift his 
oer arm in the ай: “Jefferson, rase your arm. Higher! Now you 
keep И there. She turns to another child: “Beatrice Raise your 
arm above vour head. Higher! Now you lavet right there 
Turing to the cop, she says quietly. "The minute / ит ту had. 
he drop it And ehe should e she tant afraid of me. It 
‘only normal = As she tums away, the child does indeed immedi- 
ately lower her sem, "Look at Jefferson," the тизе says. The boy 
їчї obediently straining his am high in the sir. 

T a heartbreaking scene, well acted by the children, and by 
Margaret Avery, who later went ов to receive an Academy Award 
Nomination for Best Supporting Actress, in The Color Purple 
(1988), It shows what healthcare and childcare professionals А 
to deal with: pilloried in the press and the courts if they overeat, 
уа seeing, on a regular basis, children with the unmistakable sins 


situations, where а child is likely to Не to protect their 
abuser. it feels a inle like a lecture, the clarity and emotional 
‘out save the scene from sanctmoniousess, On tp of the 
realistic depiction of hateful parents, it ensures that the theme of 
‘child abuse strikes us seriously, and not simply as window- 
‘essing for entrainment 

So how do we treat the fim: sit “more” than entertainment? 
‘Should it even he entertainment if the subject mater is approached 
from the hear? Ву touching оп something rcl, the question arises 
as to the morality of bringing an issue like this imo the genre film 
arena. Prop is a horror film and to some people this 
precludes any possibility of seriousness, To make child abuse the 
subject of a horror il requires some nerve, and to make it 
‘genuinely troubling s to Чер from the comfortable vertes of 
еме action and ino а darker and more comple aes. 

M cam work: David Cronenberg The Brood manages to play 
the genre game while raising the same sse, so Ку not impossible 
Trl comes down to tone. Prychoparh veers wildly from realistic 
drama to weir, even campy horror, N's ot graphically violent, 
and it dosn't revel in the spectacle of abuse. The il received 
the old AA Сепїйоше when released in the cinema here in 
Britain in the 1970s, clearing it for audiences over fourteen years 
of age) When child characters are physically harmed. Brown 
avoid the prurient soyeuris that could have made i all tasteless, 
What does slightly compromise his efforts is the laboured 
cultivation of suspense involved in the run-up to Mr. Rabbey's 
killings. When Me Rabbey stalks and kills the parents who killed 
their young son the film uses clichéd suspense music, and tcky 
tricks like having the husband discover his wife's corpse and run 
10 the car, ony for Mi Rabbey to pop up in the hack seat in proto- 
slasher movie fashion. IF ihe man had decided to phone the police 
from inside the house instead of bolting for his car, Mr. Rahbey 
‘would presumably have been left waiting in the car ike а fool, We 
сап overlook such things when а fiim is essentially fvolous — 
take amy base slasher pic as example - but it jars э bit when the 
story relates more lonely to the real world 

All of which makes i seem as jf I've lost my sense of humour: 
жо I should res that despite a few misgivings here ad there, 1 
found Pychopari both reply disturbing and fantastically weil 
the lonati facial expressions of Tom Basham are laugh-out-loud 
funy (frequent close-ups of his eyes darting fum side to side are 
as catoonishly weird as Hood Fea closeups af Fuad Ramses), 
and the strangulation scene, watched uncritically, is a boot. What's 
more, right up there in the Pantheon of "Cinemas Most Bizarre” is 
the scene where М. Rabbey causes a child-tormenting mon 10 
faint by chong her wilh а piece of cloth, before sering a 
lawnmower over her head. By the numbers this ain't. Tom 
Bains memorably fey performance would make Paul Reubens 
Jook butch, and it's certainty not his fault if the il can't quite find 
is contr o gravity: he creates a totally compelling lead character. 


Iit seems like I'm criticising this im to much, considerins 
T'e supposed to like t, i's because it succeeds maybe too well in 
certain scenes: there's a more heartfelt story going on that might 
have survived better in a less exploitational framework. As it is, 
Paschopat is located оп one of cinema's Бы lines. You can't 
deny that Brown and Dallenbach approach the issue of abuse 
seriously, but you find yourself querying the method. 1 certainly 
would never advocate excluding serious topics ftom genre 
pictures; but Lary Brown hasn't quite pulled it ft. M's all a bit 
confusing. likely to give you а case of aesthetic indigestion if you 
think about it too much, Still, Pxohoputh's combination of 
heartfelt moralism, wacko acting and bizarre murders makes it an 
unforgettable one-off movie experience. And the ending gi 
э good. solid act of audience provocation to argue about 
afterwards: Ве im chmaxes with an act of matricide, making i 
sort of 1 Spit on Your Grave for battered kids = which is no bad 
thing in ту book! 

On the technical side, the biggest asset to the production is 
‘Country A Ross - he provides а wonderful score whose central 
theme for clarinet and wah-wah guitar haunted me for days after. 
Cinematographer Jack Becket shot А Scream in the Stree and 
Legacy of Blood for Carl Monson: and James Bryan, the director 
of Dom Go in the Hoods, ums up a sound editor. (Note: there is- 
another Larry G. Brown out there, director of an eighties movie 
called Final Cut) 
Dallenbach, the writer of Pychopath, began asa TV 
journalist before going on to write for television, including 
The Rochford Files, Hart to Hart and Law & Order. We. 
1g Workshop for Adult Education in 


Td heen working in radio and TY im Pennsylvania, and hes 
Dent o USC around 1963-64 for gradate work and thats 
whore | mer Larry He таз а student in the ere department. А 
Jew years ltr 1 war Just starting 1 break no television, around 
1971, he came o me and asked УТ would be interested in matine 
«fl with him, extremely Low budget” said хит, depends what 
the fim about. owe started talking, Yom Basham alo went t 
USC and he мак а good friend of Larry's. Tom was kind of u 
strange дш [laughs] ard Larry tong than war someting Ht 
would come over їн the picture. fer spending time with him. and 
watching him ih hs "Rahey He actually had a abbey! 1 
realised this was а шу bisarre character [Note Dallenbac le 
refering to the pisce of cloth, or “abbey that Mr: Rabbey carries 
everywhere with him inthe movit] don knoe уон ever sw a 
‘show called Mister Rogers’ Neighborhood? The hast was a soft 
spoken bizarro gus. Kids loved him bu thre was something а и 
‘off Jor me: ап an ada, something weird. И suddenly came Io me 
talking to Tom, that ere war something 10 be dome with that 
framework 
How did Basham feel about having his personal 
drawn upon to create à movie psychopath? 

"Good question! [laughs]. 1 tend to thnk he was actually 
pleased, tht he could do this lind of character never xot a se 
Hot he resented thar it eun eing channeled into а psychotic 
personality He plaved t to the hilt He тей Larry implicis 
Larry wanted todo someting with Tom Basham, and somethin t 
o with the horror genre. 1 came ap with what атк would he 
am interesting idea. about thir television personal, with a 
revenge thing tot | went ош and researched ar children à 
hospitals. and shen built the чогу. Ї тин say though hat а lon of 
De macabre effects were realy Larry's idea He was very goad ar 
that, the heod in the garage for instance. Some of his suggestions 
about Пом he wanted rol these: people, 1 war saying. "Holy 
Christ”. you ем. Вы he was rishe 
And the naiveté of ‘Mr. Карму"? Was it part of Tom 
Basham’s character, or was it part of his act" 

Апей, he had a Bir of thar about hm. Afer all, he was an 


irk 


actor and actors have а certain chldahrens авом them! I don? 
Jw the background to his {ату ut obvious he та somewhat 
osm But be ws not a пазу person, fist Наст. 


Nightmare USA 


iow much did the fim cost, and how long did it take to shoot? 
rw shot n mm for about 390000, in three weeks with 
of pickups aflerwards Then Larry started cating i at home 
fhe vas living with ad wh war ome of the producers, hk 
ien е Ч occasionally get people together to go ош and shoot 
Some scene that he realised he needs. That went on for. Im 
уан, м months. 
“There's а pretty disturbing realism to some scenes... 
Yhen wrote he script Lent а lot of time doing something 
{eld stants ти todo, which was o wrine а lor of verbiage telling 
kat he scenes bout - bur of course vou cando that when you ie. 
erint with he director 1 Mike realism, and characters that come 
from rely ut the reali of the thing was one of he reasons i 
эле go major Шады, We showed to people. hey led the 
fim и he sold, “Oh 1 сат? show this. I appalling. You just 
som put ir out ок the screen, Ihis is terrible s Nov maybe 
т years later tha would nor hove been the case, But back then 
The (ш seems to concentrate most of Hs fire on bad mothers 
"I know I didn’ deliberately angle it that won и just seemed o 
happen. and when you mentioned it 1 realised that И probably 
э. hut ir war) something that | ser out аз а pater. 1 лев some 
sf the actors from USC that Larry was goi 10 ше, and 1 kind of 
‘ear it that тау because mahe the better actors wene women, 1 
б Ан Pd wont to do a film about sexual child abue, hat 
ма nor of interest to те, and in just hanging out. sv many more 
mothers with chidren, and ben to norice things: 1 noticed how 
incredibly harsh mothers could be with their kid. b seemingly 
innocent moments in а grocery store or a park and 1 guess that 
‘probaly influenced me. With fathers. 1 think von frd t wally 
“сойот and violence, or he те sexual predators. that sort of 
ong бы a mothers violence, T think, сан he equals iris, 
seving the war they woul pt squcch а Ш emotion, or Чар 
‘them атта in public ond нА Hark the reason 1 went that vet 
Hrs sort of a composite Like: | noticed that when hese mothers 
sid de that, thev woul ok to other adul for approval = уси 
iaon. Look how bad ту kid i being amd hey acta want the 
ser parents to go along with t. Tha was pret appalling 10 ee 
Жет you're om he loko you start о notice hes бита {think 
eut people normally turn avay from И because they don want 10 
ето Wb 1k 1 auld be staring tt hing Jen Chris, 
ako ha is going o be warped for life 
What do you remember about Larry Brown? And did you ever 
sees gay biker" movie The Pink Angels? 
‘Thal great experience with Larry aids paid mach, 
rese 3 or 400 dolor for the script, 1 was nota member of he 


Guido tha me. Вы rwn fim таз my frs experience of a fim 
чб, When Larry did Pink Angels ws writing trailery for 
AIP and one of he fimus he d picked ир was Pk Angels — I think: 
«аз thom or Crowe International | ought И wus a ral clever 
nique «йа, he just never gol ir om screen, in ту opinion. He let he 
actor do a o of estemporaneo sti and the scenes pot dragged 
ood оп, there was no rhy or impact. Larry was straight - 1 
peor he dn smoke dope, 1don even think he drank He was 
ery nta wrestling and physcali ht Pink Angels was? war 
yen call a efecto of his private fe He wan? gas Би Lamy 
fat numberof nth who were рик. frm the ier берат. 
meus so he war certainly open to that word ht T don Hk he 
ose explored hat world or understood the emotions or he mots 
‘hoe. Which x evident the fn! He ош just say кейит hat 
come ou of nowhere: he was nat an articulate ну thar you would 
‘cand rap мий for a long time. but he would рой suk come ир 
hene bizarre concep: ‘Would be fury i. “Afterward 1 
‘vould see him occasional and беп he went off o the Philippines 
по do another film. wit some rock person и the lead, Gary Pucker 
= котеоне Ше hat, bu dom think he ordin fort He 
чен over ere shooting for quie a while. He finally we back o 
иара, that where his money sources were, his dad had a 
machinery busines Back there, amd hk he ence ир taking ver 
she famile busines.” 


Made in California, 
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THE RETURNING 
Joel Bender (1983) 

aka The Spirit 
aka Witch Doctor 

Despite lacking tension for much of the time. The Returning 
eventually hits its stride with a plausible treatment of a father's 
rict. John Ophir (Gabriel Walsh) goes to pieces when his 
beloved son Jason (Brian Poclman) is killed in a road accident, 
first trying о imitate the boy and then developing а biner desire 

revenge on the hapless van driver. (n this respect its like 
the reverse angle of Martin Goldman's Dark August. Alongside 
Iis narrative, there's a second strand about a cursed stone taken 
by the boy from an Indian Reservation, with two warring Indian. 
braves striving to reincarnate their vendena in the souls of he. 
father and the van-driver 

The Returning would really have benefited from dropping 
the Indian curse angle and concentrating oa the corrosive effets 
‘of bereavement. Thanks to а frighteningly believable 
performance from Walsh as the anguished father. this story takes 
some surprising tum, transcending the otherwise trite 
Supernatural theme. As itis, ting the curse involves the dead 
boy's mother Sybil (Susan Strasberg) watching a Shaman spout 
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Ancient Spirits return to 
fight their final battle. 


And the weapon 
they're using 


incantations over an open fire wher 
Indian spirits are cooking. 

there you have it problem solved: 
players. The dire 


springs from the 
thanks to the 
or is sometimes wooden, and the elliptical 
treatment of he Боу fatal aceident is oddly unsuccessful: 
perhaps it was intended to divert attention from a less than 
Committed performance by Susan Strasberg? Harry Manfredini’ 
score veers between echoes of his famous Friday the 19h 
themes and some les effective music redolent of TV movie 
limbo (a split rather like his work for Max Kalmanowiez’s ТА 
Children). What is noteworthy is the commitment 
story less familiar in horror movies where pain and trauma are 
generally reserved for the moment of death, not the aftermath. 
Wher xplorations of grief in the gere, only Bob 
Clark's wonderful Dearhdream and the Stephen King adaptation 
Pot Sematary come quickly to mind. T 
as either of these, but It's a w 


ne venture into emotional 
territory to often lost in а welter of gore. 
The film was lensed in Salt Lake City and on 
м sert by cinematographer Oliver Wood (who shot 
ph Ellison's Don’ Go im the House), Director Joel Bender 
was pro on Joseph Zitu's Auction. 
Made in Uta 


SATAN'S BLACK WEDDING 
Philp Miller [Nick Millard] (1975) 
When his sister Nina dies in mysterious cireumstane 
Hollywood actor Mark Gray (Greg Braddock) returns to the 
family home in es 
sred one of her 
fingers, then attempted to fake her suicide: the police lieutenant 
the area recently. “Thar book she w 


MANAAJAN 
PALUU 


Nina, wh 


e Devi 
research, had fallen under the 
Father Daken: Now, at his bidding. sl 


During 
Satanic priest calle 

slake her thirst for blood. Aunt L 
having heard something uying to 


ampire who attacks member ома fumi 
et in during he nigh, 
late: she's savaged to death along with Aunt Lilian, by Nina ко 
и Daken. Mark joins forces with Jean, his old zirifriene 
friend of Nina's, and the two of them confront the и 
their erypt of horrors. 

People with ill-fitting joke-shop fangs and Blood 
mouths have badly edited fits of the munch 


the "Crazy Fat Ethel" movi: 


inthis e 
gore item from the dire 
ха Wedding is right 
4 irede 


Satan the line between min 


маку fon able garbage - not a distinction that 
л, but 1 thought I'd point it out anyway 
ew dull passages it livens up here 
and there, with the last rwemy five minutes providing a sort 
hyper-zonked amusement, although be warned: ibis trashy treat 
subs Andy Milligan (yes, such а realm does exist) There's al 
sort of low-low-budpet Amando de Ossorio vibe, far lovers of 
Iberian groe — it's as if Miller saw Malenka, the Месе of th 
Vampire and The Night rers on a double bili while 
lay in Spain, and ret 
у vampire tale (albeit without the benefit of the Spaniar 


home vowing to make his 
echnical facilities). Roger Stein's piano score s, well, ө 
погане затен 

diligently on the innards of the instrument, and his ti 


away in ominous classical m 
тийет wonderful, reminding me of Gobi 
peser moments, or the morbid romance theme in The Ен 
On the whole, he musie either adds a creepy silent movie feel 
things or drives you round the bend, depending ов what sort 
day you've had. 

I “horror” is measured by litres of blood, then Sar 
Wedding is up there withthe greats, As drama though, on 


Nightmare USA 


Blood Marriage c 


tumbles, Bereaved brother ‘Mark Gray” is meant to be an 
ic ever worked at all 


tor, but ira wonder his real зато 


reaction to the gory death of his aunt and her nurse is limited 
attempting to burp 


ie disturbance of the lips, as if he's 
а making а rude nose, The police lieutenant is no better 
stacked by vampire ghouls in the church crypt, he utterly 


sesto emote, us if the fake teeth and ketchup 

fend his Thespian vanity. More than all these shortcomings, 
sgh, its the editing that gives Баця Black 

fiable stamp of seventies luna 

ne Jean is atacked by the vampire Nina, but her creditable 


у. For instance, Mark's old 


ormance of screaming horror is senselessly intereut with 
a rushing stream, while the sound glitches and jumps 
ваше шу. To be fair, | suspect at least some of the i's 
ling flaws are due to а heavy-handed cut made for American 
ih blood ава gore to suggest that the killings 


ce ntact, but the running time may have been truncated by a 
des distributor aiming to pick up the расе of his acquisition. 
The plot finally hinges on incest: "Satan himself will ise 

JD marry you and Nina" Father Daken informs Mark: 
ribly deformed. 


By human standards your offspring will he 


Nick saw the brother and sister playing together in the 
перу as children, and thought they'd make a lovely 
Mark's not so sure he wants an incestuous necrophilac 


it but Satan, in league 


иши wedding and makes a run f 
ith the film's editor, eoaspires o thwart his escape. in à 
frankly befuddling climax 
"Black Wedding was the 
Millard films produces by the director's mother, Frances 
Millard, aka Tamara 
ВМ Films. Millard is sometimes credited as: Phillip Miller, 
Nick Philips, and Nick Phillips. 


Satan itin a series of Nick 


rown, for her own production company 


Made in Санет 
see also: "Criminally Insane” 


SATAN'S 


CHEERLEADERS 


HON CARLO JOHN CARRAD Г 


SATAN'S CHEERLEADERS 
тудою Сай (1977) 

The son of im that 
team by Empire Pictures and Troma, в, 
effervescence, is s surprisingly enjoyable romp. It might seem the 
height of pickiness to sick up lor Satan} Cheerleaders against the 
Tikes of Chopper Chicks in Zombien (1989), and | should make it 
les here's only а ачарга difference between them, but fine 
distinctions are what being a connoiacu is ай about, ihr 

Porilly at es, t's a matter of the decade in which the film 
was made Shot in 1977 by B-movie salvar Groydon Clark, Satan $ 


Cheerleaders happily pre-dates the extravagant selfaggrandising 

ion ier, mind you, no ‘art 
— 
and til 


its eighties variants There's no preter 


lurking around in the undergrowth 
thei.) The film wants purely to provide a few lug 
viewers with glimpses of girs asses bunting from leoan seams 
rae onto a few simple horror riffs. Clark revs the genre engine 
prety hard Шег on, but ukes ten minutes out at e beginning to 
Show us the four principal girls ~ Chris (Hillary Horan), Sharon 

{Sherry Marks), Debbie (Alisa Powell) and Pani (Kerry Sherman) 


averting around on the beach with a couple of guys from the 
football team, while the coach (Joseph Cal 
bodily fi 


а t prevent his 


boys from expending thei "pe 


ambusciow empires (and yes, the script really does quote De 


Strangelove), The girls are smart-mouthed, with а tireless capacity 
or sexual innuendo, but they re less cruel han their pee in Brian 
De Palm's Carre and a shade less hip than Laurie Strode’ ill-fated. 


fends in Hallowen, two female-dominated horror fi 

the same period. Ther strength lies in their 

sequence where they chery initiate what 
паре" bemused jock — on the soccer field yet H's girl 

power twenty years carly, emblazoned on the story with the subtlety 

ofa Teshir emblem. The film i mainly for boys of course, but Clark 


roughly 


is сапу enough to ensure that ind can 


don 


Black Wedding sc Satan's Собака, 


Pee шк тешә a 


Ты ue йк par 


x 


жое уг Carasne and Aisa Ром in 
‘Sea's Cheerleaders 

bene tátt gore ara screaming tom 
ты Searomater 


я ут The Searomater aiso played 
ж=== = олени Out, i iva 


‘With tbe introduction of a middle-aged, sexually frustrated 
school caretaker Jack Kroschen he fim sets up is esl Jine of 
opposition. The tension is between teenagers and adul: the 
иш» are mainly biner and twisted М men, sting after 
unattainable айбай. There's also a own-and-county thing going 
down, with hip, urbanised schoolgirls versus сбой backwoods 
yokels, presided aver by corrupt sherif John Ireland and Момзу 
Satanic matriarch Yvonne De Carlo, The girls firt with every man 
they meet, even John Carradine, here playing а tramp whose 
purported knowledge of devilish secrets is never elaborated hy the 
жеп. As per usual Carradine i just а background totem, a 
“ready-made” the Dochampia sense - he was probably only on 
st for a day, 
‘Once the film gets rolling, it's actually quite surprising ho 
им! exciting things become, The girts" ih from the 

иш sherif into a countryside crawling with coven-members 
‘offers twenty minutes of good, efficient scars. One girl tis to- 
use a public phone at the edge of a Hicksville town, only to be 
surrounded by menacing bumpkins. Another is corralled by э 
План relative of the Cham Sene family, while а third 
коку herself at the fect of a man of the cloth, 

Ies!" when е sees his Satanic brooch, “Nor quite, “һе 
этиэ. Replete with fun dialogue (when tod that Ве coven is 
seeking a virgin, one girl protests: I no maiden = I've been a 
cheerleader for three years!" this is pure trash but strangely 
satisfying nonetheless, 


Made in California. 


THE SCAREMAKER 
Roben Deubel (1982) 
aka Girls Nile Out 

A campus case hu co-ordinated via collet 
жайа for another formula slasher flick. Your int clos: its “The 
One Where The Killer Wears A Cartoon- Bear Costume”. 

Ta pushover for a good salk-and-lash run-around, bul 
sadly this ain't one of "em. 1 did ry to like The салин, 
‘despite its utterly meaningless tile, not least because the cast are 
‘the most killable bunch of bozos since the International Mime 
Society held a Freestyle Puignancy Contest. The first twenty five 
minutes are overvabneribed with the sort of applicants other 


slasher restrict 10 опе ar maybe two per easels: giggling 
дора. zany class comics, guming devotees of alcohol, mincing 
‘drama students... why, the possibilities for mayhem are ende 
I pains me to report, however, that once the murders are 
underway. disappointment, frustration and thwarted bloodlust are 
all you can look forward to. The killer dons a cartoon bear suit 
not in itself a hindrance to the film's potential — but he 
customise the suit with "claws" made of taped-ogcther kitchen 
Knives, which imis his modia operandi to a few maulings of 

ns” throats, mostly in medium shot. Despite the knives 
pang Freddy Krueger by а couple of years, this radically 
dampens the amusement factor, not least because all you see » 
at best, a gush of blood from the vicinity of throat, wih a giani 
fury paw obstructing your view. There is at leas something 
curiously homoerotie (and thus faintly idiosyncratic) about the 
fiim, with its preference for stripping he male not the female 
cast; and two of the most obnoxious “elass clowns” are so 
Sercamingly gay it's an act of pie-in-the-sky wishful thinking to 
depict them as popular not just with dopers and dropouts, but the 
jocks and jockettes too in this Ivy League college, where 
Senators” daughters rub shoulders with America's richest 
Remington. 1 too harbour fantasies of a учет college 
slasher tale to out-butcher them all, but Robert Deube fumble» 
the opportunity and delivers a blur of a movie instead, The sco 
ives the ilm some extra class by treating us to classic sates 
Songs like The Lovin" Spoonful Summer in the City,’ but clase 
it what this end of the market needs: less money spent on pep 
music clearance and more on graphic Помошь would hav 
itd Scoremaler higher up th horror charts. Note: the m i 
set, least nominally; in Westville, Obio. 


Made la New Jerse. 


what really turned lier on... 


weird and inky t 
really got er motor 
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SCREAM BLOODY MURDER 
Mare B Ray (1972) 
See imersie with Marc В. Ray 
Made in California. 


SCREAMS OF A WINTER NIG 
James Wilson (1979) 
See тети with Jame 


— 
Made in Louisiana, 


bom ond Richard 


A SCREAM IN THE STREETS 
Carl Monson (1972) 
aka Gir the Sieen 
‘ha Serem Siret 
‘One of the most stupid, lazy-ass films in this book, 4A Холат 
v Seen is aga of scenes thrown together around two. 
harmless cops driving through Los Angeles fülminating against 
iamnality, while searching for a rape-killer (Con Cover) who is 
also deeply unconvincing transvestite. "I hoe va? hate 
omen! he yells, as he munders his victims. ТВ be 
chology covered then. The two cops = you guessed it, a by 
{e-book type боа Kirkpatric), and a loosccanmon psycho (Frank 
Bannon) wrangle about whether criminals deserve any пы 
while the script tosses in а couple of críme-scene shootous and. 
‘our or five tedious softcore interludes. In а car varied shrug of 
max’, the cops don't even find the killer themselves; stad, 
they're given a tip-off on а sec comer by a previously unseen 
timer, А showdown between By-the-Book and Killer- Tranic 
swith By-the-Book stabbed to death, so Prycho- Panne 
Killer- Trnnie's brains out while sarcastically reading him his 


blows 


rights, The only real highlight is sleazy spanking session in a. 
sn that urs ino GBH, э the john smashes а bol in the 
‘owner's face and thrashes the cringing masseuse with а leather 
belt Scrum in the Sven bas occasionally been cite as some 
‘tof rash classic, but you ak me it's oo dumb and indolent 
i» deserve a сий following It was produced by Harry Novak in 
‘alot with his buddy Carl Monson (born 2 September, 1932), 
vo directed the еен Legacy of ld (1871) and the comedy” 
Sex m Please Don? Ear My Mother! (1973) Monson died on 4 
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August, 1988. Not: Tbe IMDB alleges that Dwayne Avery was an 
Uncredited co-director: apparently ere are three people im the 
world willing to put their name to this movie. 

The film's mast bizarne feature, is weinid, unconvincing killer 
transvestite, has echoes of the Jerry Brados case of 1969. When a 
young woman went missing in Portland Oregon, shoppers 
described seeing а very tall, srange-ooking Termale hanging around 
the area where the victim disappeared. A wines who got closer 
realised atit was actually a man in drag. Budos was apprehended 
Ister that year and found to be both a shoe fs and occasional 
transvestite (he did not, however, abduct women while in female 
garb), Horror fs like Рух, Dressed to Kil and А Scream in 
Tho Sets have depicted crosses psychoti slashers who 
hate women, In fact transvestites are generally non-violent. If they 
do commit violen acts, their fetish is generally incidental, not 
emsal. For another dose of unconvincing transvestite action, sec 
Sometimes Аши Martha Does Dread Things. 

Made in C 


THE SEVERED ARM 
Thomas S: Alderman (1972) 

Ina darkened morgue, an unidentified man cusan am from a 
corpse. The next morning. TV seriptwriter eff Ashton (David G. 
Cannon) receives the arm in а brown paper package addressed to 
him. Could it perhaps have something to do with the time, five 
years ago, when Jeff and his fiends Кау Sanders (John 
Crawford) а doctor: Bill Haile (Vince Матоо), a building 
entrato, Mark Richards (Paul Car) a cop; Ted Rogers (Ray 
Dannis), an architec; and Mad Man Herman’ (Marvin Kaplan), a 
таво DI - were tapped behind а rock fall during a caving 
‘expedition? Desperately hungry after more than twa wecks without 
Food, they resorted to cannibalism, severing Ted's arm to feed 
themselves. Unlockily for Ted just as they crossed this moral 
Rubicon. a rescue team arrived Jeff persuaded he group to lie to 
the authorities, claiming that Ted's arm was crushed in the rock 
Fal, Now someone i stalking and mutilating the remaining five 


The Severe Arm is missed opportunity, as there's enough in 
the story to have made а great litle horror fick. The cast give the 
dense, despairing cave scenes a fair shot (1 especially liked 
Herman's quip when cannibalism is first suggested “WEY Але 10 
‘old on anti tomorrow: can eat meat оп Friday") and, 
although the budget doesn't stretch to any make-up miracles at 
Teast the production tries, with спину face appliances for the 
Marving men that resemble the carly stages of zambachood (not 10 
mention sore bizarre bushy beard). The fact that the victims-in- 
wasting are older men rather than teen 
E Re ae 
never taking time ош for superfluous romance or subplots 
Gaull, though, the film turns fom horror into more of a 
straightforward murder-driller Alderman allows the pace 10 
slacken and there are just to many talky scenes; although some of 
them work dramatically, the fil lacks urgency Perhaps with a 
more daring shooting style The Severed Arm might have been a 
shooin for cult reappraisal, but i's hampered by plodding 
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cameruwork and functional TV-style editing — unlike Sonam 
‘Bloody Munder, а much more lurid Био tle from the same 
writer (see the interview with Mare Ray elsewhere in this book). 
A least Phillan Bishop's electronic score is fn, an analogue synth 
fre delight that sounds at times like carly Tangerine Dream. 
нестао a Penwee-ea Doctor Who story, thus keeping the 
mood, if not the pace, afloat. (Bishop provided similar pleasures 
for Willard Hayek's excellent Messiah of £v and Chris Munger 
Kiss af the Tarantula). And the final twist is cruel and effective, 
ringing the story full circle wit a claustrophobic shudder 

I've been unable to sec an uncut print of this movie, which is 
ıa shame because it's clear that scenes have been trimmed, in 
particular the severing of Ted's amm in the cave, where both music 


and picture jump abruptly. To be fair, demands for extreme gore 
are probably misplaced anyway; this is the sort of borderline 
horror drama we were more ued to seeing in the seventies, before 
Friday the 13th and Der of he Dead upped the stakes, and it's 
unlikely that an uncut version would add more than а few blood. 
spurs, Stil, for a film about men having their arms chopped off to 
lose she very image the tile declares is a bit of a handicap. 

Director Thomas Alderman made one cater fim, Co-Ed 
orm (1971), which ve been unable to screen but which, 


according to producer Gary Adelman, was originally blessed with 
the title Feruk U (as in University). И stars The Severed Arm's 
unfortunate ‘Ted Rogers” aka Ray Dennis, as "Ос. Maurice de 
Sade’, and features softcore actress Uschi Digard in the role of 
‘Miss Melons’, so | think we can guess where that's heading. 
The Severed. Arm was shot by Rober Maxwell, whose numerous 
redis їп the horror genre include The Дато отет, The 
Centerfold Girts, Blood Мата, The Psycho Lover and House 
Terror, as well as the cult blaxploitation film Swert Sweethack з 
Badass Song. Fans of TV's Top Cat may recognise Mad Man 
Herman”, ska Marvin Kaplan, as the voice of Top Cars sidekick, 
Choo-Choo! 


Made in: unknown 


SEX wisi 
Tim McCoy (1976) 
aka Love Wish 
aka Nigh Walter 
Sex Wish war more of a peychologial sd than а sex film. 


Ji raised a notch the leve Between sex and violence to an absurd 
рош. fou separate sex from love, there is nothing Вы violence 
Nothing Бы power trip.” Zebedy Col (hiked сот) 

This New York sexand-horrr hybrid is so sleazy you can't 
decide whether to laugh or reach for the сате, Sex Wish 
‘pstages even Malian shockers like Joe D'Amut's Emanuele in 
America, making you fec like а scumbag as you enjoy the gleeful 
obscenity. It charts the invasion of heterosexual bliss by a 
shivelling sicko, whose infantile games of humiliation are 
motisated by raging homosexual jealousy. That this formula 
should produce anything other than а hateful homophobic exercise 
is testimony to the extmondinary commitment and energy of its 
bisexual star player, Mr. Zebedy Colt 

Colt (real name Edward Earle Marsh) died in July 2004, but he 
leta body of work in the feld of American porn that stands as 
some of he most ferociously extreme of the seventies. Asa 
performer, he was а law unto himself, and his phenomenal self 
serons nowhere better vindicated than here. Ser Wish is for Colt 
What Tax Driver was to De Niro, what Blu [eher was lo Dennis 
Hopper. or The Last House on the Laft to David Hess. The fct that 
this is a full-on pomo flm with penetration and cumshots adds a 
Verisimilitude that Scorsese and Lynch can allude то but never how 

Sex Wish begins with an outstandingly sleazy tile theme, played 
оп Билоба beatbox and organ. А лау evocation of human trash 
crawling through the gutters ofthe mind, Я sounds so twisted you 


fee laughter bubbling up. a боства sensation that recurs 
The Night 
Walker’ (Zebedy Coll, iting through the New York stress the Tx 


throughout Beneath the credis we sce а shadowy figure, 


Driver milieu of whores, junkies, buggers. The credits sequence alone 
is umsenting enough: what follows is Grade-A New York nastiness: 

Mari bliss provides the initial anchor. Coe Нату Reems a 
Ken, sporing a luxurious moustache and playing a nice puy ths 
time (as opposed to his possessed tum in Shaun Costello's Forced 
Entry) As so often, he's a screen natural, easy-going and likeable 
His line deliveries could easily pass muster in “regular” films, Afer 
Боле frolic with his lovely wife Faye (CJ. Laing) he heads off 
to work, leaving her home alone — until The Night Walker knocks 
at the door, forces his way in, and sen 

Acting with the energy of the ty uninhibited and displaying а. 
conviction that suggests powerful reservoirs of inert, Col 
tums the first sex amack imo a queasy-hilarious polymorphous 
playground, а grimy plunge imo depravity only rarely seen in the 
acting profession (Colt could hok his head ир high in the compan 
fof “Bad Lieutenant" Harvey Keitel) He taunts, bullies and cajole: 


Sex Wish ино overdrive. 


his victim ito grotesque sexual role-play murmuring and squealing 
likes baby: you wonder what on Earth actress CJ. Laing though 
she'd tumbled imo. Maybe Colt was adept at paning te talent at 
thei case before a take, but once the camera's rolling here's во 
‘turning back. The seene is a horrendous rape-murder played foe 
blackest comedy. How else are we to react, during sequences soc 
э the one where Colt takes оп the persona of a litle boy rapin 
woman with a vibrator, before switching personalities and adopt 
the tones of a haughty English madam, Поши his shoulder: 


leng hair, and whipping the victim for “teaching ту hoy di 
tricks"? Tectering between sick and ridiculous, Colr's detailed 
vertlistion is a wonderful display of acting cojones, giving 
ish the acrid odour of undiluted rapa. 

Things simmer down for a while after this prolonged scene а 
when Reems reacts to the rape and murder of his girlfriend by p 
oa bar and accepting the offer of iim from n 
Bermuda (Deanna Benfame) and Lisa (Tony Rome) 
Forgiven for thinking the film has resolutely tumed ts back on 
plausibility. Not so = those in the throes of grief ойеп hurl 


pne 


themselves into sex as an escape from unbearable loss. Mind 

‘nce Sex Wish has introduced us to Zebedy Cols vici 

ies diieu to sec the subsequent “vanilla” sex scenes in quite Б 

same way. (їз ike his twisted revenge оп heterosexual pomi 
"What appears vanilla hough i son subverted apain, in a 

unexpected way. At the climax of his three-way with the тоо gi 

Reems announces he's going to cum. Deanna Benfante de 

knees to recive the customary facil алтат 

в shooting over ber, she gaze intently up at him and sy 

Алое what ld do were ou? T'A il that motherfucker Г 


ом there and Г search ата ГА find him and Г get me a р 
ТАМ hat motherfucker о he could never do anything lite th 
again!" At бе very moment of orgasm, tis impassioned statement 
sends the fury of the film into overdrive, as the woman uses 
Recms's sexual energy to fuc his revenge (exactly the principle 
deren the ocu practice of sex map 

Cot prepares for his next atrocity by transferring amy nitrate 
коа nasal dropper, threading his genitals trough a coc rng aed 
slipping into a nice white jockstrap before invading the h 
Beny and Bobby (Candy and Ronnie Love), a young block c 
and forcing them at gunpoint to have sex in front of him. The 
dynamics of this scene are fascinating, because they seem to send 
up the relationship between а pomo director and his cast C 
stiggering demands are ike the funhouse leering 
wessclicst, woodsiest poro илеш imaginable. By showing » Young 
black souple manipulated by the white psychopath, the film a 
further ilici charge to the exploitation game. Irs fascinating sc 
the couple almost slipping out of character as Colt tuns and lug 
and giggles his demands - not only are they facing the challenge 
acting їп a рот film, they're also dealing with a fantasy so ener 
Sally perverse that it's about to break the fourth wall. When 9 
Young man leaves ff from а clinch with his Jover o 
Sic you know that?" there's a real depth to his remark. His 
бай visibly tres to suppress her laughter when Col lets louse 
a torrent of grotesque giggles. Сой insists she take off her par 


the sicken 


Nightmare USA 


she protests: "7 don want to do that.” Like a psychotic Ri. 
scot (shades of The Lat House оп Dead End Sree be yells 
бот off-camera “Take them of!" The couple start to fack, and we 

back to Сой watching in rapt enjoyment. Ih har what you wont 
fee jou dirty motherfucker?" the actress demands, as we're 
given a close-up of the man’s cock pounding her pussy. Not only is 
Cole the director's saline surrogate, he's oum 100- 

The foun wall slips again when Colt is heard encouraging the 
descen with the words, “Thr nice Gabe, ом. Suddenly 
Coit onscreen, breaks off and jabs his rubber-gloved thumb in his 
тоо. - has he given away the actor's real name? This feeling of 
ihe artifice sipping away gives the film an edge that makes the 
violence even more alarming: "Yow clamp down on that goddamned 
ond yow ite off!" he yells, sending a chil up the viewer's 
spine. For a second you believe him, although isthe extremity of 
Ps delivery that makes you flinch, more than the image onscreen 

As must have suited the bisexual Col, humiliation is shared 
equally between the male and female victims. The man is slashed 
by The Night Walker's sword, and during the ensuing struggle the 
ires Jones her wig (another shudderingly verité momen) He cus 
‘er throat Би, as with Jess Franco's sex-horror pictures, we sce itle 
‘ual pore. In fct this is ho closest бе American cinema gets toa 
Franco ib, and the similarities are very pronounced: ight down to 
ihe creepy organ musie. The scene draws to а close with The Night 
Walker casting the dead Bobby, snarling, "rk all your fau 
before breaking down and crying. 

The pacing is way off in the last iflcen minutes, Police 
procedural material intervenes where another killing would have 
fed neatly. Ken almost catches the Killer in the street but Coh 
escapes to harass а passing shopper, dragging her into a side alley as 
bold as you please for a bit of prèi-a-porter rape-fun. The initially 
soconvincing actress (Terri Hall, star of Col’ Terri) Revenge and 
MeCoy's The Erie De Je) is frogmarched ino a good 
performance by Cols intensity. She begins in a tacky, self- 
закіну "ay mode, but by the time Colt has her tied to a 
oder, her performance is a lot les "cue" But t's a hurried scene, 
compare lo the others, The verbal aggression is muted, and 
although in any other film it would qualify as a disturbing rape 
желе, t's all bit truncated by Ser Wish standards. Maybe the coke 
т out.. (For the recon, Сой denied using drugs. 

Ina plot wit that signals merely the desire to wrap things up, 
Reems tends a gay nightclub on a hunch” and recognises Colt 
performing onstage as a sort of foppish cross-tenderetertinor. 
Leaping to his feet, he points at the outrageously эней Killer, and 
wes the immortal line: Thats hin! That her! The murderer? The 
rapist!" Сой shoots dead a policeman played by Robert Kerman 
(lis doing what hordes of llam movie cannibals could not) and 
Пес, before being comered by Reems in a part of the chub that 
resembles the Korova Milk Bar: "7 did И because I love you!” he 
cox. Reems shoots him, Put е end credits speculate as to whether 
we've really seen the end of The Night Walker Sequel, anyone? 

So who made Sex Wish? Well, the film was originally called 
igh aller (the version I've seen has а tile card inserted during 
the credits, bearing the words Ser Wish in a different font), with he 
director listed onscreen as Tim McCoy. However, Zebedy Col told 
at least one interviewer that be directed as well as starred. "Colt 
regards his best films as those that he directed ~The Affairs of 
Janice, Playgirls in Munich, Sex Wish" — see www lkeford com.) A 
third character, Milton Vickers, has been associated with the 
director's chair on this movie too (his name is on the American 
Copyright Catalogue entry) = amazing, since it's the sort of super- 
scuzzy film where you'd expect people 1o be denying involvement 
rather than claiming it! Given that Colt essentially governs the 
course of each scene he plays (especially the one wih the black 
couple, in which he literally sits beside hem and directs their sex 
soene), i's possible that he was responsible for directing his own 
scenes while McCoy or Vickers (could they be one and the same?) 
directed the rest of the movie. 

Gay viewers of political sensitivity may find the film 
homophobic, despise its bisexual provenance. Itis, after all, about a 


Reviews 


jealous homosexual who murders any woman who gets close to the 
heterosexual male he desires: at the end of the film the heavily made- 
up Night Walker declares thut he murdered out of love for Ken, and 
Ken shoots him dead. Fora gay viewer not to be offended by the 
fl, they must be able to enjoy the extraordinary performance Cot 
contributes; without this enjoyment, Ser îs will probably appear 
as gay-friendly an experience as Wiliam Реа Cru. 

їз as well to reflect оп your opinions before dissing Zebedy 
Colt, з musie critic Bob Amsel discovered in 1969 when he 
reviewed Cols man-to-man love song album, “Г Sing for You" 
Amsel wrote: "Don't be sockered ito buying these old standards 
just because they're sung by a guy. The orchestrations and male 
chorus were enough 10 tum me onto Lawrence Welk, who does that 
sort of bubble muzak so much beter. Zebedy (where did he ever pet 
that name) may be a nice guy, but his taste stems from Early Tacky 
to Late Fores Hills, and his musie (mucous?) album typifies 
everything that was wrong with the Eisenhower years” 

A bad review can set anyone's temples throbbing, but he 
temptation to respond is usually а mistake. That said, few of us have 
Zebedy Colts seething resentment, nar his way with words, s his 
Terter to he publication in question shows: “Who im the fk is Bob 
Anse? Out of what pile of shit did he emerge to decide what is 
ood or bad? His review of my allum is so stupidly biased and 
ignorant of the kind of war I'm waging that his opinions made me 
Want to vomit all over him... If Asshole Amsel wishes to debate 
publics privately or in prim, I'm ready to eut his balls off with а 
‘Pusty razor blade any time.” (Thanks to the Ше Jack Nichols for 
‘hese quote, which сап be found online at the Gay Today 
Enteinmen Archives) 

‘So 1o reiterate: Ser Wish isa stunning tour-de-force that 
pushes the envelope while everyone else is still looking for a flat 
surface to write the letter I'm not a superstitious man, but don't 
want the ghost of Zebedy Colt jumping out at me with а rasty 
rizorblade. Now, perhaps I should ро back and rewrite those AL 
Adamson pieces. 


Made in New York City: 


SHADOWS OF THE MIND. 
Roger Watkins [erroneously credited to Bernard Travis] (1980) 
aka 4 Heritage of Blood 

After her release from a mental institution, Elise Sayers (Marion 
Joyce) returns to the house where she was brought ир, and where, as 
ıa child, she saw her father (Richard McNichol) and stepmother 
(Marca Watkins) drown. Soon, her unsympathetic tepbmbcr 
Leland (G.E Barrymore) arrives, and he gardener is murdered by 
an unseen assailant. The following night, Else's attentive psychia- 
иы Doctor Lang (Erik Rolfe) and his fiancée Diana Russell (Bianca 
‘Sloane drop by for а social evening. but jealousy and unresolved 
tensions betwen the four ead to further murders 

Talk abou contrasts. This film from the director of The Last 
Howe on Dead End Siret could not be further removed from the 
dementia of that fins, extraordinary movie. In an interview with 
David Kerekes (see the booklet for the DVD release of The Last 
House on Dead End Siret, Watkins sintes that he directed 
‘Shadows of the Mind, having written it with his fiend Paul Jensen, 
"under the title A Heritage of Blood (inspired by David Pires 
pioneering film book 4 Heritage of Horror). According to Watkins, 
‘ne "Bemard Travis’ then improperly claimed the director's credit 
(Travis had already roused Watkins's ire by imposing a cop-out 
voice-over on the ending of The Last House on Dead End Soret) 
‘Watkins further alleges that producer Leo Fenton's wife Marion 
Joyce (star of Shadows of he Mind) tole the writer's credit 

M's hard to see what Watkins wou gain by itg about this. 
The Last House on Dead End Sree is a masterpiece, Shadows of the 
Mind is just awful. I's tedious and poorly conceived on just about 
‘every level. Watkins agrees, claiming that he once demanded of his 
produce, "Leo, why are we making this focking film? N stinks!” 
Fenton, referring to the fact that he was making the movie as a sop 
"o his wife Marion, who itd for a career as an actress, replied, 
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1's cheaper than а divorce! Well, perhaps a divorce would have 
beem tr overall: Marion Joyce is far to frumpy and отрут». 
sessing to сату the movie. Leland, her mean, money-grabbing 
"stepbrothers at least convincing 


10 slowly that cincmagoers would have time to plan. commit and 
conceal a murder of therr own between cach new development 

The only discernible ink to Watkins's first ilm ix the relentless 
unlikeability of the characters. Elise is a mousy bore still obsess 
With jealousy over her father's love for ber stepmother, Leland in 


selfish pi vc, and Diana 


kine to capitalise on the sale of he 
who co sp rouble simply because of a lazy 
i of jealousy at her fiancte's concer for his patient. Even 
Andrew the gardener (Anthony Frank) is an idiot. ally warm о 
the kindof movies where people get garden tools thou 

necks, but Shadow ofthe Mind fails enliven its dopey story with 


‘ough such grucsomeness and it cenanly never feels remotely as 
dangerous or fascinating as The Ган House on Dead End Sive. 

Made in New York State 

socio: The Last House on Dead End Street 


SILENT NIGHT, BLOODY NIGHT 
Theodore Gerbiany (1 
aka Death Howe 
aka Панне 
aka Night of he Dirk Full Moon 
aka Zor 
1935: Wilfred Butler, the owner of a grand old house used as 
an asylum, dies in mysterious circumstances, The building 
empty for thirty five years ший the heir puts it on the market 


This creates consternation among. 
including Mayor Adams (Walter Abel), Charles Towman the 
proprietor ol the local newspaper (John Carradine), Sherif 

Mason (Walter Kavun), and — in а quirk that's maybe the only 
laugh in the film — the switchboard operator, Tess Howard (Fran 
Stevens) Butler's lawyer John Carter (Patrick O'Neal) arrives i 
ovn and discovers that the four dignitaries are very keen to 

sop up the property themselves, That night the lawyer and his 
floors Ingrid (Astrid Heeren), are murdered at the house by an 


unseen figure. The dignitaries receive a phone сай from a 
woman called Marianne, drawing them one by one up to the 
house, and their doom: ЈеПесу Butler arrives and sirikes up a 
relationship with the mayor's daughter Diane Adams (Mary 
Woronov). Together they try to solve the mystery of what reall 
happened back in 1935. 


Tow know one of the r 


of anticipating pleasure." says Patick O'Neal, neatly suri 


up what's wrong with this film, as we slip from antic 


into scepticism, and finally to dimisiveness. expected 10 1i 
this, having seen stills of ominous robed figures roaming the 
grounds of a spooky old house, reproduced in many a fiin 


wetted my appetite: would it be as much fun as Silent Nig 
Deadly Night? Or Chrisman Evil? High hopes indeed, э 
soon dashed. Silent Night, Blood Night is a painfully Slow 
affir, plotted for maximum irritation, with deer 


мпкаше that will 


fist hour. Gershuny shows some visual style, as seen in isolar 
ary shots here and there, but he directs in ponderous mood. 


patching over events he can't pro 
tiresome voice-over (and the post-synch recording is poor 


ERE IS NO TIME 
TO SCHEAM. 


Nightmare US 


n American film: some scenes ate more akin to а моду 
{abbot Italian drama of the 19505). The suow-dappled exteriors 


od leafless trees during the first half of the film exude a 
ferm wintry atmosphere similar w David Cronenberg's The 

aod and the glowering string arrangements sometimes recall 
Howard Shore's werk on hat film but the similarities really do 


жыр there. The latter half of the film is shot almost entirely at 
ight, with scene after scene played in near Mackress The 
Seton Tips from darkened roadside о darkened иеги, with 
rely a licker of imagination about how to animate such a 
хорі palette. Of course, a flm of relentless shadow is il- 
id to Videotape, so it's possible that a decent DVD re 
may one day reveal more detail and style. But the film has 
trouble even getting started, wasting everyone's time with half 
s hour in the company of Butler's lawyer (ап awful, leaden 
performance by Patrick O'Neal), When he and his girlfriend are 


despatched by ah axe-wielding mystery attacker, one's spirit is 
веду perked: sadly, Gerihuny lets the film slip back into 
(агу. At least Mary Woronow suggests ап intelligence 
yond the reach of the story, hut she's wasted in а role that 
hardly taxes her abilities. 

The asylum flashbacks mark an at first exciting shift into 
grainy. overexposed sepia, but even this becomes irritating. The 
pearance here by members of New York's underground film 
scene is another baited hook the fil waves before us, but by the 
Tone you gett see Candy Darling, Ondine, Jack Smith and 
Hetty MacLisecavorting and srimacing as asylum inmates, 

rote almost ready о swap he experience for a screening of 
Warhols St 

The filim was shot м Oyster Вау, Long Island. Gershuny 
serre about filmmaking in an essay called The Grand Toyage for 
the book ооп o Be а Major Motion Picture. Sen Night, Bloody 
Майо was eventually picked up in 198) for a very brief spel in 
British theatres, playing under the inelegant retting Deathouse 

Made in New York State. 


THE St 
Denny Haris (197 
Another ice young college girl forced to take off-campus 
aceorimodaton, another old house with mysterious goings on in 
the мис. another strange old Indy, another nervy young man whose 
mental stability is in question. Can The Son crown distinguish 
ef fom the стока? The answer is yes, but only just, The sto. 
lake a fair slice of the credit: Rebecca Balding especialy is sweet 
and plausible a Scotty, the femme lead, and Juli Andelman gives 
шу. cheerful Jewish girl Doris a light tush ta contrast with her 
heavy build The great-looking house is 3 bonus too, and when 
Barbara Steele pops up in the lanter stages horror fans d'un eertain 
age wil evitate in their seats. There's also а tense; well edited 


LENT SCREAM 


ак, a rasty murder on a lonely tech of beach, and a 
pleasantly Gothic climax. So what’s the problem? 

From its slow-mo prologue and lavish, flagrantly 
Hermannesque score to its tractive setting and elegant old- 
fashioned сактан, The Silent Scream adds a soupçon of class 


to is serving of genre cliché And ‘class isn't always a good 
thing in horror: Depending on your tolerance, it is either a cut 
above the nasty old slashers, or a touch to чу and tweedy for 
its own good, Personally, 1 find 1 warm to this one, despite is 
unwillingness to go for the jugular. The characterisations are 

complicated but they're well sketched and likeably played 
‘Creepy Mason (Brad Rearden) comes rom a long line of 
voyeuristic post Prycho neds but we greet him with pleasurable 
recognition. Aer all, who would dream of renting out student 
digs without metal grills i all he rooms, linked by hidden 
Sonidos just perfect for peeking: 

‘So's the same old story we've seen so many times before. 
hut i's fun anyway: Peter (John Wideloek), а rich, sexist drunk, 
makes an ideal first victim, and it only remains far me to say We 
Should perhaps have had a lile more of the red stuff when he dies 
l'em sure I've sad that a hundred times in this book already, but 
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The Sent Scream is a B-stram slasher with a cinéaste steak, 
assuming in many ways but decorating the standard format with 
Фасо parallels to classic cinema. A vicim mests her death in 
iv cella, сы to ribbons in a scene that replays Pycho's shower 
тыс amidst hanging sheets, culminating tm a direct reference to 
ye sbot where Janet Leigh grasps the shower curtain as she fl 
There's even a swinging light shade, And this afier Mel Brooks's 
ih Anteny (1977) placed Hitchcock pastiche beyond the pale for 
х most shameless (which is the category Brian De Palma 
) On a more obscure note, a great visual trick — involving 
» portrait in place of a mirror — serves perfectly to cue the 
sessional image of guest star Barbar Steele: it's like a scene 
fom the casi alia horror films in which Steele made her 
sme, such as The Mask of Satan (1960) or The Long Hair of 


The Silent Scream was the Wheat Brothers" ist produced 
scrip. Having made thcir own short film called Stuck om he 
Seren, they decided to put together a low-budget Feature, to be 
called Birthright. They wrote а tory, raised development money. 
nd used it to hire a professional screenwriter. Unfortunately, with 
эв investor, director, cast and crew in place, э change in the tax 
laws killed the financing. То make matters worse, the screenwriter 
‘med in a ону script. Back at square опе again, the vo wrote 
soother screenplay which was noticed by Denny 
еу а commercials director. He declined the seript but hired the 
Whats to rewrite and produce The Silent Scream. (The sci 
Harris declined became The Renu by Greydon Clark, starring 
(Cybill Shepherd, Ja Michael Vincent, Neville Brand and 
Raymond Bur) Three quarters of The Sent Scream had already 
been shot, and the Wheat Brothers were hired to write and 
produce twenty minutes worth of material o glue it together: Ken 
Wheat asserted in Fangoria thal, “In the end, we eliminated all 
but telve minutes of the original footage, and for the same 
money that was going to be spent on a few bits and pieces, we put 
cer an essentially now film. АП but four parts were eut or 
recast, and we hired Yvonne De Carlo, Cameron Mitchell and 
Barbara Stele to do a couple of days cach. Н was guerrilla fim 
making. with twelve days of principal photography, then several 
‘months of no-budget inserts and doubles shots.” If anyone takes a 
lance reissuing The Silent Scream on DVD one day, it would be 
fascinating о see the abandoned material along with the finished 
version. Sadly, for all ts charms I doubt whether it will receive 
such deluxe treatment. Denny Harris disappeared again after this 
and sem not to have directed anything else. The Wheats went on 
то write Nightmare on Em Set 4: The Dream Master and The 
Fly Il before scoring а hit with the story and screenplay for David 
Teohy'sPich Black (2000). 
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SIMON, KING OF THE WITCHES 
Bruce Kessler (1971) 

Simon. King of the Witches is an intelligent, warm and winy 
addition to the early seventies witcheraft subgenre, starring the 
ever:wonderfal Andrew Prine. H's distinetly left-field in its 
sympathetic evocation ofthe life and beliefs of a тарскі, 
refreshingly for the subgenre, Simon's actions are geared not 
towards material pain or the furtherance of репу squabbles with 
other magicians. His aim is simple and much higher: he wishes 
to achieve equality with the gods (note the plural: the theme is 
not Satanism, and there's no dilly-dnllying with the trappings of 
inverted Christianity). He sesks to move among the higher beings 
эк an equal, and he uses his powers in furtherance of this aim, 
But because he has not yet ascended, he can be thwarted or 
thrown offcourse, and he's capable of error, making choices 
which rebound in ways he hasn't been able to anticipate. Even a 
Skilled practitioner can be blind-sided by the immense forces at 
play in the wider realm of magick. Simon's entire project is 
destabilized by a single mistake: when a rich sceptic (Angus 
Duncan) deliberately pays for a Tarot reading with a rubber 
cheque And rant yo to byow it аз worth every pewny af 
that"), Simon curses him, and two days ler the man is dead. 
This disproportionate response may be the seed of Simon's 
eventual failure to achieve his oer goal. Likewise, he fails to 
regard the complexities of his actions closely enough, remarking 
atone point that he is not simply cursing the District Attorney 
but the entire Establishment! The fact that this spell works too 
well, not only toppling corrupt officials but also screwing the 
city's drug dealers, whose names are found in the Police Chief's 
Safe, shows just how out of control things can get- 

The film's recurrent symbol for elemental power is rain: 
when we (им meet Simon, he is living in a Los Angeles storm 
drain ("When t rains, mont people go in: Igo ош,” he declares 
бо camera in the Film's opening seconds.) Rain falls in torrents 
during several key scenes, including the extended climax in 
Which Simon's curse onthe District Attorney (Norman Burton) 
leads to a chain reaction of arrests of corrupt publie figures. The 
rni also а dominant force during Simon's final confrontation 
With the gods, who resist his Promethean efforts to join them by 
possessing an unwitting vessel (a drug dealer) who attacks him, 
This has been foreshadowed: earlier; Simon asked Linda (Brenda 
Scot) not to take drugs while his most ambitious magickal 


working takes place, because the forces ranged against him can 
use the mind of a drag user, guiding them to doa bidding beyond 
their control. (This provides an explanation, if you're so inclined, 
of why so many inexplicable, impossible, sometimes terrifying 
things seem to happen when you're high). The film's liberated 
view of drug-taking and drag dealing (neither of which is 
demonized) therefore runs alongside an awareness that for true 
mastery of the elemental realm, intoxicants must be set aside, ОГ 
‘course in the Ше sixties and early seventies, drug-taking and 
black magick were frequently intertwined in the clichés ofthe 
era, so it's refreshing to see а fîlm in which the distinction 
between druggy bedonism and the ascetism of the Magus is made 
without rancour, 

In the area of sexuality, Simon, King of he Witches is again 
surprising and sophisticated. Thrown in a jail cell one rainy night 
Tor vagrancy, Simon befriends a teenage boy called Turk (George 
Panisin), who says, with a smile, that Ве иза arrested for 

Тойетту: 1 was just sitting оп a herb,” W's clear that Turk is a 
hustler, and although the film hedges its bets, making him a 
heterosexual by choice and a homosexual by profession, i's still 
a plausible and sensitively handled characterisation. The link 
between Simon and Turk is the predominant human relationship 
ofthe film, and although both characters engage in sex with 
women, the underlying dynamic is of a Platonic bond between 
teacher and acolyte: that is, homosexual in 
For Simon however, Turk is more а friend and confidante than û 
serious studen of magick. Simon is already preparing to go 
beyond the mortal realm; he doesn't have time to begin nurturing 
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an apprentice. Besides which, Turk isn't 
he's sweet and trusting, good company 
naive to make i as a magickian 

Some gay viewers may regard the film with suspicion due to 
a scene in which Turk asks Simon to curse Stanley (Richard 
Shepard). an old queen at a party who's been coming on to him 


too heavily. Simoa declines to cune the man, but decides to use 
Mim in a magickal ceremony instead Simon's previous mrp at 
sex magick, with Linda, failed due o what he calls the “double 


puriersdrig sex brings 


bind = that is, although the union 
the magickiun closer 
summoned also clouds the mind with lust and swallows the wil 


Someone who rums me on wll also be someone to 


And unless Ha tuned 


dase corro, righ 
can get aroused without geting horny! The scene with Linda 
imply fuck 


In other words, sex magick only works if you 


Sollapscs into failure, їп magickal tem, and the two 


‘wth any scene with Simon as long аз Turk is alo present, 10 


achieve arousal without lust, presumably because Simon is 
am erection, but not homosexually 
ч exited. No doubt the unatrastiveness 


bisexual enough t 


orientated enough to 
of the old queen helps too, and it may explain why Sim 
doesn't use Turk in the ceremony! Вы while Stanley is certainly 


depicted as excessive and ridiculous, Ве siili pets some fanny 


lines ("Listen месце, I've been cursed з many times, one тот 
монт? make ary diference."] and there ме plenty of fruity old 
shines just like him floating around in real life. Just as with the 
Uncle Monty" character in Bruce Robinson's classic Wilma 

1, gay viewers have to accept that such Norid, Пачу incon 
tlle characters are part of the real world, and not merely 
invented by homophobic directors. What's more, the homosexual 


encounter actually works as magick, and Simon's assault on the 
lade of e god (vin а mirror ata specially appointed time) 


san begin. 
Some commentators on the film have suggested that Andrew 

Prine’ portrayal sends up the character against the grain Of th 

script. This is I think, a mistaken view, based on the supposition 


that because Simon Bele 
therefore be incapable of self-ridicule or deprecation. To me. 
Simon's sardonic attitude is simply good, three-dimensiona! 
characterisation: belief in magick and reincarnation don't 

a sense of humour bypass, Опе of the funniest scenes in the 
is Simon's visit to а Wiccan witcheraft ceremony convene 
Warhol starlet Ultra Violet. The scene has much incidental 


humour: a the chanting and swaying goes оп and ов, Turk pec 
behind a curtain and sees a naked woman lying on an ar, 
‘clutching two skulls and Iying а if in a trance, until the boy 
reaches out to fondle her vagina, at which she chides, "Dos 
object?” Simon meanwhile, has bee 


ouch me, 'n reg 
serving the occult shenanigans with increasing amusement 
tit he can take no more and breaks the mood with an 
impromptu song and dance with a domestic broomstick Als 
this irreverence signifies is Simons lack of belief in the value 
pomp und pageantry (a similar atv led to the split that 
ocurred between the self-styled Great Beast, Aleister Crowle 
the British artist and осе Austin Osman Spare: Spare 
"ut fell out with 


was closely involved with Crowley for a while, 
him because, among other reasons, he regarded Crowley's 


stachment to ceremonial group workings as egotistical, 


preferring а solitary approach himself) 
There are many other humorous moments o enjoy: when 
Simon moves into a dismal basement Mat, accompanied by the 
vd (Harry Rose), who lectures him about the rent, his fis 
is to draw a pentagram on the wall: the landlord, now 
Please dor? ink Тт prejudiced. Rabbi: 1 hope 
no doubt that Prine 


fostered, says, 
vow be happy donen hore!” And ther 
‘conveys his character with а humorous glint throughout. In fact, 
play scary. perverted sicko in such films as Т 
Centerfold Girls and The Ват of the Naked Dead, it's a eat i 

able role. As Simon's 


sce him here in such a charming and 
t atthe windmills of the gods falls to wind and rain and death 
ste climax of the story, you find yourself wishing for a sequel 
with reincarnation so prominently discussed ("Death s anh 
femporary”), й would be great to see Simon pet another spin 


Nightmare USA 


Brace Kessler never did work in the cinema again afer this 
уп. таса! going on tà very busy career in television, filming 
tom СПИР to Knight Rider, TJ. Hooker 
Ie Tim. Simon was not the int time he'd handled gay subject 
ae his comedy The бау Decehers (1969), about wo straight 
‘pretend to be gay in order to escape the draft to Vietnam, 
5 opinion, with some enjoying it as a witty time capsule 
Же єз and praising И foe daring, and others complaining that 
imperd stereotypes. Writer Robern Phippeny also 
rote the sereenplay of the Marlon Brando movie The Night of 
ing Day (1968). According to Prine, in an interview with 
ley s Krypt (зк уйгуру сот), "{Phippeny 
ing warlock. He was dead serious about being а 


an 
весь He had а coven of witches. The movie that he wrote Was 
esed upon a purt of his life. He was making money a Hollywood 


panes, doing what he called “fakery And that supported [i] real 
1] to conjure up “withing powers. This guy was not 
ding He was fascinating chancter So we attempted to do his 


Made in California, 


SISTERS OF DEATH 
Joseph Маглка (1972 
жа Death Tap 

Five young women receive an invitation to a reunion party for 
the Sisterhood they formed at college. But who's polling the sting 
behind the scenes? Seven years ago, one member of the group was 
tilled during a кожу game of Russian Roulene, so when the dead 
gis father pops up the answer ести obvious, but a quick 

solution is deferred by the revelation that опе of the giris deliher- 
ach placed a live round in the gun. An electrified fence prevents 
from leaving and cues up some dreadfully acted despair and 
х For the meut iy minutes the girls are menaced by а variety 
om a ho-hum hairy spider to the inevitable ratilesnake 
su a less thas impressive Alsatian attack. After that, if you care t 

each of the subsequent twists you're more diligent than 1 
A nineny-minute n-an's land between TV-movie trash and 
vk wish no slash, Sisters of Death is typical of what happens 
When horing mise п scóne and а lack of gratuitous violence get it 

ро The basic plot suggests a slasher movie along the lines оГ 
Sorority House Massacre; what you actually get is the sort of thing 
ov might once have Mickel past оп afternoon television, The 
trouble with this lm is not that it mistakes plot convolution for 
iod writing: it's the drab, workaday Charlies Апей vibe that 
pervades at ай levels, Sisters of Death offers по real horror, and not 
э crumb of syle or imagination. The ge reactions to their 
predicament are рий, and occasionally laughable: one, who's 
some a Buddhist since leaving college, copes with the discovery 
shat they're all trapped by squatting down and chanting her manta, 
Some films pull through despite their TV ambience — АЙ the Kind 
Stranger for instance, or The Touch of Satan — Sisters of Deuth, 
though, is Just the рик. 

Odi the soundiack features several moody compositions 
авас prominently in Jess Franco's Venu n Furs. lm that 
could ach Ме Mazzuca а thing or to about turning clichés into 
muove gold. The score for Franco's im ís credited to Mike Huge 
with American pop-racker Manfred Мапа, although biographies on 
Mano fail to mention it Ifthe pieces used in Sisters of Death are 
scully library tracks, they account for a large part of Кеш in Fu 

sving only ane (іва central and mesmeric) composition for 
electric piano and organ unaccounted for: Perhaps it was this theme 
‘slone that Mann and Нора provided? But | digress, because talking 
about Jess Franco is a holiday from the square-ass mundanity ofthis 
fim. In the great expanse of American horror cinema, а film like 
this is the drive-by доп1-мор Mid-West burg of the genre. I's not 
had enough to amuse, not nasty enough to арай; here's по 
compelling story to tell, and it's not morhid enough to um you ош. 
Jr just dull — the cardinal sin — and that’s all here is to ic 

Made in California. 
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SKETCHES OF A STRANGLER 
Paul Leder (1978) 

Middle-aged ип student Jack Garvey (Allen Goorwitz aka 
Allen Garfield) lives with his religious freak sister Eileen 
(Jennifer Rhodes), who stil treats hin ener he was 
When their parents died. He lets off steam by strangling prosti- 
tutes, deviating from his mo. occasionally to take in actresses 
and strippers, One of the prostitutes he strangles is Margaret 
Foster, whose twin sister Lyn (Meredith MacRae in both roles) 
arrives in town to identify her Боду. Shocked to lear that her 
iin was not a model as she'd claimed, but a whore working 
Hollywood Boulevard, Lynn vows t cach the killet and 
assumes the identity of a hooker to entrap him. She's aided in 
this dangerous scheme by Antie (Clayton Wilcox), an ex-op now 
running a ше night bar after being drummed out of the force on 
э suspected, but never proven, murder rap. Meanwhile, Eileen 
has begun to suspect that her brother is up to no good, and by 
tracking him through the streets one night, she inadvertently 
pushes him into the arms of Lynn. Stnned, and mesmerised, he 
Sces her as Margaret reincamated. 

Skeichesof a Srangler is interesting and worth checking ош, 
but i's a bit half-baked by Рай Leder's standards. Gone are the 
days when his method-school mining yave a рор aggression. 
to fims such as John Hayes's Five Manes 10 Love (which be 
‘wrote and starred in). More to the point, the morose, depressive 
depths of his previous horror lm, My Friends Need Killing 
(1976), nın rather shallower here, Although Arlon Obcr's music 
has a predatory sweep to its orchestration, the film on the whole 
feels like a missed opportunity, and suffers from a lack of 
‘credibility. For а мап, the stranglings are deeply unconvincing, 
"oth in the way Garfield fails о simulate real pressure, and the 
often ridiculous positions rom which he applies i Two years 


‘hanks othe preat location work, but eventually it drags: Whats 
worse, when David's body is finally discovered i's hard for the 
characters to make the transition from happy-go-lucky to shocked 
and terrorized, because there's til too mach time left to go and 
they hit the hysteria button too early. This means that Kay 
seems to take the death of her husband in her stride to easily, 
sich further reduces her likeability. If two lesser characters had 
sone missing, а more gradual increase in panic and tension could 
have been achieved. Stil, for a film that involves so much 
wandering around in gloomy semi-darkness The Slayer is a class 
за. from its surprisingly adept symphonie score to its final out- 
УЕ. ВЕ twist, which manages f get away with one of the 
том hackneyed devices in the genre. The "Slayer elf is seen 
эшу once but its a marvellous creation. like something dredged 
боп the swampier recesses of Hein Tales, and although this is 
fot a gore-athon by апу stretch of imagination, the scene where 
ne of the four gets a pitch-fork rammed through their chest sas 
leningly nasty as contemporary efforts like The Bogey Man or 
Friday йе Lh Рот 2 
The Slayer was shot on Tybee Island, Gorgia. Cardone went 
on helm gone items like Shadowsone (1990) and, perhaps his 
best work posae, The Forsaken (2001) He recently tamed up 
with a tight video ‘sequel tote Nicolas Cage vehicle m 
called Smm 2 (2005), although фе rein was imposed by Sony 
Pictures after the shoot, against Candone's wishes. Cardone 
frequently worked again with cast and crew members from this, his 
ич film: paricurly Frederick Flynn and Carol Konenbrook, the 
Jaer moving behind the camera to become his regular producer 
Made in Georgia. 


SOLE SURVIVOR 
Thom Eberhardt (1982) 

Denise Watson (Anita Skinner), a TV producer, is the sole 
survivor ofa plane crash. As she tries to resume her ife, she notice 
bedaggle strangers in tbe streets, in the park, in the hospital 
garage - staring м her with hollow, malevolent eyes. Plagued by 
night fears, and a series of terrifying near mis accidents, she turns 
"o her sweet, attentive doctor, Brian Richardson (Kurt Johnson), and 
her teenage neighbour Kristy (Robin Davidson). Neither is able to 
help. Hostile emissaries of death haunt her every move, intent on 
rspossesing ber extra lene of life. 

Since its low-key release oto video in 1984, Sole Survivor's 
безше рәсе and lack о gore have cast it into the shadows, which 
sa shame because it's very well made, sensitively acted, and 
boasts one of the creepiest “walking dead scenarios уоп could ask 
for. It's бе sort of under-your skin experience Фа 1 keep you 
sake at night If you see it just before bedtime, Zombie movies 
were enjoying a magzoty heyday in the early 1980s, and, with The 
Return of the Living Dead and Re-Animator just round the comet, 
this is one of the last to join the ranks beorecomadyplater 
became he new default mode for от. The twist in Sale Survivor 
isto have perambulating cadavers converging on just one person. 
This leds to some mighty effective shudders, as strange, pasty- 
faced individuals talk the ушту heroine, gradually нту нна 
ther efforts to finish off what the prexcredity plane crash started. 

You seriously have to wonder if Glen Morgan and есу 
Reddick, the writers of Final Destination 2000) were aware of 
‘his movie: the similarities are marked enough for Eberhardt, who 
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wrote as well as directed, to at least check with his lawyer, Like 
the Final Destination films (which | love, by the way), suspense is 
Бу orchestrated throughout (the multi-talented Eberhardt 
edits the picture to), with perhaps only а few romantic interludes 
relaxing us too би. Structurally, there are а few lapses: for 
instance, a subplot involving a psychic actress (Caren Lackey) is 
weakly developed, and peripheral to much of the story ~ but i 
docs м least сос а great final payoff. References to the psycho- 
logical condition known as ‘Survivor Syndrome” are more success- 
Toll deployed: rather ike the heroine of Rosemary} Baby, Denise. 
finds that her supernatural predicament is dismissed by others as 
mere mental illness, brought on in this case by ‘tle survivor" 
git The chilling statistic that many such individuals “commit 
Suicide" within wo years of thcir accidens, either deliberately or 
by "carelessly" stepping out into traffic, gives the film an extra 
sso one can easily imagine the American dark fantasist Dennis 
Etchison (whose work has ben sorely neglected by filmmakers) 
making hay with the notion of ‘careless suicides" whose fates are 
‘he handiwork of supematural agency 

When the heroine of Sole Survivor goes on the run at the 
limax of the movie, Eberhard takes the slightly sop-wor threat 
ofthe living dead and ca a nightmarisly intimate variant. 
There's a great scene in which Denise, car out of her wits, 
drives at night through the city, eventually running out of gas in a 
deserted shopping thoroughfare. The poor woman sits in her сш, 
not daring to get ош, knowing that somewhere, in a nearby morgue 
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or hospital or bed or back-alley, a corpse is coming back wo life 
With he vole purpose of killing her. W's a marvellously paranoid 
notion that ought to have lied Eberhard alongside hotshots of the 
‘era like John Carpenter and Wes Craven. 

But after he hugely enjoyable sci-fi borror fick Night of the 
Comet (1984), Eberhardt abandoned the scary stu and dedicated 
himself to comedy and teen romance. h's а shame, because be 
‘ould have been a genuine new voice in the horror venre 
fortunae for us, he appeared on the scene just ns horror was 
collapsing as а commercial force, buried by the oncoming eighties 
avalanche of sneering big-budget horror-comedy and fascisti 
Aetionviolene,| for one would love to see hin return, now tha 
the menre is once again atractive to producers. 

‘Sole агни features Toni Lawrence, he psychotic anti- 


heroine of her father Mare Lawrence's Pigs, in a small role as an 
acres suffering multiple takes of a coffee commercial. And while 
nothin сап compete with a cross reference to Pigs (one ofthe 
finest American horror films of the seventies), ГУ just about worth 
noting that Sole Survivor's cinematographer Russell Carpenter 
went on to shoot a tacky love story set on a sinking ship, called 
Tante (199) 


Made in Californi 


SOMETIMES AUNT MARTHA DOES DREADFUL THINGS 
Thomas Casey (1971) 
aka Dom Spank aly (shooting ite) 

This Floridian fumble through the genre's cross-dressing 
am-knickers мап» off about as much fun as Stanley Baxter 
sketch, but i worth hanging in there, if you can, for a volte- 
face about three-quarters of the way through. A gay criminal duo 

dominant, possessive Paul (Abe Zwick) and his childlike had- 
boy lover, Stanley (Scot Lawrence [Wayne Crawford) 
in the Miami suburbs after bungling a jewel robbery in 
Baltimore. Paul dresses in drag as Stanley's "Aum Maria, while 
Stanley — who drives a van apparently borrowed rom the 
Scooby-Doo gang - keeps putting their coverstory at risk by 
setting stoned and bringing grs hack to the house, There's so 
lile charm to these сапу scenes that you spend the first alo 
the movie eagerly awaiting the arrival of the authorities. Casey is 
so determined to make comedy" capital out of transvestism that 
he expects o believe по one notices that ‘Aunt Martha is a 
mun in a ludicrous wig, not even the various hi-boppers and 
Mippie-chicks who converge on the area, who really ought 10 
Know a thing or two about drag since half of them look like 
female impersonators. Despite having chosen lo depicta gay 
relationship of sorts (not exactly common ground for an 
exploitation horror film), Samerimes Aunt Martha spends is first 
hour standing aloof from its subject, essentially playing the 
scenario for cheap laughs. Stole explores his confused 
sexuality by wriggling around half-dresed with hippie girls, 
while Paul seehes at the situation and occasionally murders the 
interlopers о calm his nerves, The ach acting style of Abe 
Zwick probably сите» favour with some, but it got on ту 


nerves almost as much as the succession of bland Miami-motel 
interiors. However, writer-director Thomas Casey turns the film 
around in the last reel by delving, rather more eleva, into 
Sado-masochism. I's also а relief that be takes the story out on 
the road, away from the horrendous interiors. You can bet that 
somewhere in the director's head there was а horror-comedy take 
ов The Killing of Sister George with an imploding relationship 
between old queen and young rough trade, but is so poorly 
executed you'd have to be as crazy а Poul o fall for it. AL least 
the climax has some fizz, as Stanley delivers a baby by 

Caesarean section (don"t ask), und he and Paul hide out at a im 
stulo (another Si 


iter George reference?) Paul finally Nips his 
Wig completely, es Stanley up, writes "Slut in lipstick n his 
forehead, and swathes him with the jewelled necklaces they've 
stolen. before leering into bis face and threatening to kill him. 

Only now, as we reach the showdown, is the character of Paul 


She justis'th 
thesec 


frightening. Is to little oo late for the fm as a whole but this 


le shows what was missing from the rst of the movie: a 
touch of spite and some aggressive (albeit theatrical psycho- 
logical son entation. 

‘Varios notables from the Florida film community helped ou 
en the picture: Brad Grinter, director of Blood Freak, plays а 
сор; Нату Kerwin, director of беу Bloody Acre and Gening 
Even, directed 2nd Unit; while his brother William. star of 
numerous local productions including Herschell Gordon Lewis's 
‘Blood Feast, was а grip. Chief among the Miami alumni of 
сошуе is Wayne Crawford aka Scott Lawrence" who became 
Harry Kerwin right-hand man, wri 
Bloody Aere б 
and acting їп all three. When 1 interviewed Crawford in 2002, he 
fd bis to say about Sometimes Aunt Martha: "Tom Casey was s 
really interesting fellow, a very этап eccentric guy. He started 
With schedule of thee weeks and shot twelve. I met Harry 
Kerwin during this movie: he was a friend of Tom's and trie to 
elim out of his schedule troubles. Aum Martha was bis first 
and only film think. The script was not very good and in my 
honest opinion kind of stupid, but it was a lead in a movie and 1 
had never done one. 1 dont believe а dozen people ever saw it 

Made in Flori 


ng he script of God 
лит Even and Barracuda, co-directing e lae 


SPAWN OF THE SLITHIS 

Stephen Traker (1977) 
See interview with Stephon Traxler 
Made in Califor 
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THE SPECTRE OF EDGAR ALLAN POE 
Moby Quandour (1972) 
aka Leanor 
A чогу for those who think writers must live what they write 
in onder to геме, this could still have been fn if it didn't sufler 
om an excess of wandering around in dimly-lit interiors, Ре 
famous poem The Raven, and his stories The Pir and he 
Pendulum, The Premature Burial and The Stem of Doctor Tarr 
val Ранг Feher are revealed here not as the phantas- 
geris of a creative mind, but simply ax events that actually 


befell the beleaguered writer over a mere couple of mots! 

"When his sweetheart Lenore (Mary Grover) is strieken dead 
‘with a malady just as she's swooning into his arms, Edgar Allan 
Poe (Robert Walker Je) is inconsolable. At the funeral, he throws 
himself in anguish nto the prave, thus hearing faint cres fom 
inside be coffin. Rescued from ber premature burial, Lenore 
no white haired and haggand sinks into a deep caltonic 
fague. De Forrest (Tom Drake), a friend of Poe's, recommends a 
rest hame” for her, but Dr Grimaldi (Cesar Romero), the head 
ofthe establishment, is up tono good, using patients Tor 
despicable experiments. When Poe explores the hospital deep in 
the night, he finds a сей: and within, a murdered prisoner, He 
tries lo raise the alarm, but he's overpowered and drugged. He 

ves to in a dank рй, strapped to a wooden board ating in 

filthy water that writhes with snakes. An overhead pipe gushes 
more water imo the chamber, floating the board higher and 
higher (although to what end the film leaves uncertain: 
Quandour here choosing to swap Poe's ambiguity about what 
пе in the water for uncertainty about what awaits at the 
тор). Brugge! again, Poe is set loose (God knows why) and tells 
his rend what happened. Despite Ње doctor's attempt to pass it 
Эй off as a drunken hallucination, further investigations by Poe 
ond his friend reveal the awful truth. 

W Ås at least amusing to think that, had the film made money 
and found an audience, there could have been a slew of sequels: 
ll of them staging elements from Poe's fantastical stories as 


Reviews 


chaotic psende-biographicl simulacrac. Perhaps "The Fury of 
Edgar Allan Pos (comprising The Black Cat, Berenice and The 
Murders the Rue Morgue), would ave made a good sequel? 
Sadly, Quandour's direction sinks the project and the script fails 
to assign anything like a truly compelling character 10 Poe 
himself, who's played by Robert Walker as а slightly peeved- 
ooking nobleman. 


Made in: unknown 


STIGMA 
David Durston (1972) 
See interview with David Durston 
Made in Massachusetts. 


THE STRANGENESS 
David Michael Hillman (1980) 
See interview with Mark Sawicki 


le in California. 


suce cur 
James Glickenhaus (1977) 

aka The Astrologer 

Suicide Cult is a bizarro story with an expensive appearance 
that belies is low-budget origins. Made by James Glickenhaus, 
who would sere а solid B-movie hit in 1980 with his vigilante 
Tick The Exterminator. is а very odd piece of work about a secret 
government research organisation studying the astrological chars 
of prominent figures, looking for those with the “Zodiacal 
Potential for either great goad, or great evil. A crackpot premise at 
First glance, for sure, but if you sideline your soepticism you've 
kot to admit its different 

The plot concems the efforts of Astrological Super:Spy Alexei 
Aurel (Bob Byrd) о guide a young woman, Kate (Monica 
Tidwell) a New Jersey dance instructor, to her cosmic destiny. His 
“technique” is to marry her, and thus “protect” her, since she i 
believed 1o have the purest "Zodiacal Potential" since The Virgin. 
Mary. which is nice, because it seems that Kate may be about to 
ive birth to the Second Coming of Jesus! Bat while the forces of 
ood are gathering around Kate, across the globe Evil is preparing 
its attack. An Indian cult leader called Kajerste (Mark Buntzman), 
э dangerous magician with an almost limitless capacity for evil, is 
seeking the purest women on Ean in order to destroy them, and 
corupt the universal balance. 

diy enough, this had the potential, Zodiacal or otherwise, to 
bea really good movie. But there's something not quie Fight 
bout Suede Cul; h's э if ts been hurriedly assembled fom an 
incomplet shooting schedule, with huge cracks papered over. The 
‘ior receives first mention on the end credits, Which suggests a 
ibd production snatched from the brink of collapse. perhaps at 
"e urging of a desperate producer determined to get least 
something ото the market. The ending especially is a jolt, no 
doubt betraying where the bulk of the unfilmed material belongs. 
The story, based on a 1972 mass-market pot-boiler called The 
tumor by John Cameron, progresses through ellipse afier 
ellipse, changing location between Americ, India and England, 
with each shi augared by зовно effects (another hint thut the 
fil was hand to edit), Within the weirdness, though, are a couple 
of surprisingly convincing performances Mark Bunteman as 
Kajerste lives up to the hype by fairly blazing from the sereen, 
playing a sort of Indian Charlie Manson, The scene where be wills 
to suicide a female spy assigned to plant suicidal impulses in his 
reams (the ilm is nothing if no ambitions) could have 
foundered И the villain had been campy or exaggerated: Instead 
he gives the sequence a truly malevolent energy 

There's a philosophical angle to the film's astrological 
mysticism. which, although it might stick in the throat of those 
raised on the notion that all men ae created equal, t least offers 
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am accurate summary of one view in the occult fraternity"; that 
the human race s radically divided between drones and vision 
aries. As you would expect, those who adhere о this view tend to 
speak from an assumed position in he latter camp, but there are 
similarities betwen this point of view and the aristocratic 
mercilessness of Nietzsche. However, dig deeper into books like 
Nietzsche's Thus Spake Zarathustra and youl find telling room 
for manoeuvre. Instead of the fixed cosmological constants of 
high and low espoused in Suicide Cul he philosopher proposed 
he Superman’ as the next stage in humanity s development. The 

‘of Man was о be undertaken inthe spirit of the 
individual, and was certainly not the province of some pre- 
existing oligarchy. Suicide Cult has а ficit notion at ts core 
(some people are jst destined to rule), but at least it proposes 
the ides in a way that alerts us to the sad fantasies inherent in 
sich dreams of an over-race. 

"Philosophy aside, in the post-X-Files media environment this 
{fil whose theme could easily e revisited. Like all shady 
covert operations, the government astrologers in Suicide Cul are 
iar and cheats, o there's plenty here 10 grip conspiracy 
theorists, or at least to amuse devotees of Fortean Times for 
instance, a well-constructed sequence shows how an 
unsuspecting congressman is hoodwinked into supporting the 
agency hy the creation of ominous accidents’, If Oliver Stone 
remade Night of he Demon. 

Despite it's manifest Naws, Suicide Сы! belongs in the same 
‘ddl! company as Larry Cohen's God Told Ме To and Jett 
Lieberman's Blue Sunshine. What й lacks in coherence it gains in 
ambition and the nerve 1o be different, and I'm surprised it has 
not boen cheered or defended before For а its garbled, 
unfinished quality, and its half-digested ideas, it feels like the 
‘work of someone to watch. 

Glickenhaus was bom 24 July, 1950, in New York. He о. 
‘owned the production company Sttapiro-Glickenhaus, Since this 
debut he has made Fhe Exterminator (1980), Codename: The 
Soldier (1982), The Protector (1985) Shakedown (1989), 
McBain (1991), Slaughter of the Innocents (1994), and 
Timemaster (1995). 


Made in: unknown 


SWINGERS MASSACRE 
Ron Garcia (1973) 

aka mide Ату 

1 was looking forward to this uridly titled obscurity, made 
back-to-back with Don Jones's Abducted. Garcia's sex film The 
Toy Box was weird, if a litle tedious, but this rather more conven- 
tional munder tale seemed to propose a fusion of The Toy Box's 
sleaziness with the narrative demands of the horror genre. Sad 10 
чаў, despite two salacious tiles promising all sorts of sleazy 
mayhem, Swingers Massacre fumbles the chance, stooping 10 a 
eral without ever petting its face in the pute 

Lawyer Charlie Tishman (Eastman Price) petitions is reactant 
wife Amy (Jan Mitchell) to join him on the swingers scene in a bid 
ıo tiven up their love Ме. He finally succeeds in browbeating her to 
stun a swingers pariy. only to freak out when she actually digs it 


What’s more, Charlie ie a wash-out with the other women, failing 
то get it up despite numerous opportunities. One of the other 
stands waves а vibrator at him, suggesting he buy one: “Amy ll 
lose i!” Charlie tries to take his humiliation out on his wife "You 
seed an army: No wonder Ica keep уон sarisfied 1 guess 1 
should consider myself нду уо те even coming home with me!) 
tut having unleashed her pent-up desires, Amy is not about to let 
Charlie spoil her fun - especially since he's being so mean and 
hypocritical Unable to face the situation he's created, Charlie 
murders all he men his wife has slept wil: Jim (Gary Kent), Bil 
(Ron Darby) and Rod (Paul Oberon). Allowing himself Бе talked 
into another swinging party, thls time with Jerry (Pili Luther) and 
Donna (An Perry), Charlie spends the evening drunkenly talking 
shout his work, until Amy goes off without him for a bisexual tryst 
‘vith their hosts. Charlie drugs them all, заведе Jerry, hangs 
Donna, and caris his wife back home unconscious. As a police 

iion belatedly closes in oa the Tishmans, Ату must 
contont her eared hustand alone. 
ike a decent itle thriller from the synopsis. But just 
story is selling down to a depiction of chauvin- 
istic Jealousy, Garein = reportedly working from a script penned by 
the producer's wife has the gall to tel the tale as if Charlie's 
atitude should be respected. А song that's played over Amy 
having sex with Jim wams her to retum to the marital fold or face. 
the consequences. t's worth quoting at length for its breaking. 
hypocrisy: "Io knows what goer on inside Am? Нон did she 
get o be this моу? Вай the heart of one who loes епа, 
ving ho а damn about the price she И have o рату. you'd 
Peter straight ош or be prepared to meet your дне бо hack o 
hor you were efor Из too late 
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Men who propose open relationships often seem to have 
jr only as far as visualising themselves în bed with 


her woman the possibility that thcir wives may get a taste f 
en i би less palatable. One could argue that the song's lyrics 
meu to represent Charlie's viewpoint, as he sis there, glass of 
whose in hand watching his wife make out on the rug with hunky 
ry Kent; but the vocalist is a woman, the song is a syrupy lament, 
there's no sense of jealous imensity to the music The scene 
iays more like a directorial lourd expressing an omniscient 
temen. Quite how anyone can fiim a story in which the male is 
act the agent of his own misfortune, then tum around and 
lame the woman for bringing disaster, is beyond me 


There are few similarities here to James Bryan's The Dire 
nthe Word, but Bryan made his failed swinger Felicia a 
кетиу tragic figure, and when she erupts into violence it's 
ved against herself. Charlie never shows а glimmer of self 
recimiation and no опе gets to tell him what a selfish hypocrite 
Zi. W Charlie had ended his murder spree Бу kiling himself, his 
uit might at least have tempted us 1o extend some sympathy: 
‘We're obviously meant to see him as disturbed and deranged, but 
stead of focusing on how Charlie's lack of self understanding 
ss ied im to murder, the m climaxes with Amy terrorized by 
ber husband and facing the wages of ber ‘sin’ 
T hate this sort of moralis: bullshit in exploitation movies, 
pecially when the fim lacks the prurient spectacle to ое its bad 
ide. On tp of which, the flm is overong at around а hundred 
тане, and could easily bave been cut by nety Fora шп, here's 
чау too much dancing. wrangling and schmoozing at a ину 
ight in the first half-hour he famous ‘Filthy MeNasty oa 
Sunse tip, Hollywood), which slows the pace oa crawl; by the 
ime we ате at the tame clinches that constitute Amy's awakening, 
Wing short of a donkey-show could liven things up- 
The original title of the im was Inside Ату, and you might 


„aspect that a more pornographic eut was released under that 
ame, and then shorn of is shagging for the 1987 video release 
(Which is where the tile Swingers Massacre originates). This 
seems unlikely though - if you added hardcore sex scenes to 
Swingers Massacre, the running time would soar over the wo- 
hour mark with ease. The suggestion that swingers are destined fr 
4 eof misery ending in humiliation or painful death is particu- 
Tariy sanctimonious given thar the original title was such а porno- 
sag ease. With murders that aren't explicit, sex scenes that aren't 


‘phic, and a preachy ending showing another young couple 
aout to "swing" into the marital quicksand, his is one exploitation 
‘ick 1 сп find no reason to recommend. 

Made in California 


TILL DEAT 
Wate Stocker (1974) 

‘On the eve of his wedding lo Anne (Belinda Ваша, Paul 
(Keith Atkinson) has а nightmare in which he's aces by а dead 
‘woman in a graveyard. Next day. the wedding progresses without 
inciden. but en-route to their honeymoon Paul ses the woman of 
his tighimare again; terrified, he drives his car of cft killing 

in he proces. Months later, checking out of the hospital 
‘where he's bee sequestered for depression, Paul isis his wife's 
town and is accidentally locked in overnight. As midnight looms, 


he bears his wife's voice begging him to get her out of her coffin. 
Attacking the tomb with a pickaxe left behind by workmen, be 
discovers Anne is sill alive, having woken from a catatonic еер. 
Happily, he tells her of all the places they can visit once help 
arrives in the moming. But as night ebbs away, Anne reveals 
there's only one way they can truly be together. 

Til Death is a clumsy but faintly eerie tale of love beyond 
the grave, the sort of thing that in the hands of Mario Bava or 
Jean Rollin would have made the grade as а necrophiliac poem. 
but in Stocker’s mins ends up as doom-laden doggerel. Rollin's 
La rose de fer fr instance, spins a similar tale of 
a tomb overnight, but imbues the theme with sch melancholy 


over locked in. 
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Starring KEITH ATKINSON 
Also Starring: Belinda Boloski 


rcumincss that dialogue is hardly necessary. Stll, recovering 
{tom a bland first reel depicting the saccharine relationship 
кешес Paul and his bride, things begin to improve with the 
appearance of Mr. Hilton (Jonathan Hole) the 
d ofthe cemetery where Anne is buried “Life x death, death i 
if." he ull Thank goodness for his areh performance, i livens 
{he film up а bit and signals the start of better things. Proudly 
ing Paul the guided tour of his beloved cemetery, 
philosophical ax he points out a new grav: "Suc a bei 
The mound of freshly turned earth, 
vof Mother Earth from when 


bcr camp maitre 


ha wla d 


we all sprang. 

А potentially elective scene in the mausoleum, as Paul digs 
his wile from her tomb, demands aesthetic imagination and a 
тоос of class, but Stocker 's approach is resolutely sensible. Sure, 
the tomb interiors ге lit with coloured gels, but the effect is more 
Quinr-Manin than Antonio Mangberit, whose Castle of Blood 
V young man trapped in а haunted mansion who falls in love with 
a ghost) provides another Euro-paraliel. Unfortunately. the 
stubbornly static camera and Belinda Balaski's emotionally 
Botox performance fail w milk the Gothic potential. Emerging 
from the tomb, Anne is violent and freaky for a while, but she 

the tedious Mrs. Wifeisms of 


soon calms down and we're back ta 


earlier Perhaps Hash wa 


unhappy with the production. 


ie 
1 riz rca ci To Al a Goodnight 
(esee tor Media, a company who pou 
Par missing boror and explotaton tes 
Sa me cary чё. 


Myou сп just apen your heurt o she bos of fe on cum 
behald ihe spirir of death: timeless, eof" says Anne to Poul 

Jor ve mver tid hs way Before, whats the manter with you?" 
is his staggsringly dopey response. ТШ Death suffers from the same 
lack of sensitivity. Pau's journey from rational day to supernatural 
night lacks any коп of back-up from the director, the camera or the 
‘iting. The sole exception s the score, which although crude docs 
‘occasionally spark a feeling of otherworldly tension At the core of 
the problem ıs the scene where the reanimated Anne begs Раш to 
make love to her before danen. Paul refuses: he points othe 
Sepulchral surroundings and asks her if she's crazy. And yet the 
‘shoe film is about he yearning desire the bereaved feel for 
departed lovers! In European horror films about love beyond the 
grove (and there are many), Paul's lack of passion would cramp the 
syle of the whole enterprise. TI Death could have focused on the 
simultaneous desire and home of the lead character, with the nwo 
feelings shading ito each ober, Мао Вано Lisa amd she Devil 
(1972) is a perfect example: a fim whene sex with the dead s not 
merely a twist but a swooningly etis centrepiece. The best that 
Stocker and his cameramen George Smart and Jack Steeley can 
ofr is to tell the hore bones of writer Gregory Dana's story, 
sing that the camera observes the necessary speech and actions 
without ever атри іле the heme. There's an emotional and sensual 
potential here staring the filmmaker in the face; Бы е Paul, 
yid by his dead wife's delirium, he director just doesn't get it- 

Stocker was born | September, 1925, in Philadelphia PA, and 

did 5 December, 2003, in Port Hueneme CA. He стей a 
bachelor’s degree from the University of Miami, a master’s degree 
from Columbia University, taught college in North Carolina and 
Virginia, and served in World War 1 in the Army Air Corps: His 
only other genre credit was as an actor in They Saved Hitler 
rm (dir: David Bradley. 1963). 


Made in: unknown 


TOALLA GOODNIGHT 
David Hess (1980) 

Ies the Christmas holidays at Calvin College Finishing School 
lor girls. A group of students arrange а private farewell party. 
adding а sleeping draught to he nightie milk of their house 
mother Mrs. Jensen (Katherine Herrington), and inviting some boys 
to stay the night Вы there's a kiler stalking the college, dressed as 
Santa Claus. So who's hoen naughty and who's been nice? Only 
sweet, virginal Nancy (Jennifer Runyon) is in with a chance of 
surviving; that is, unless sbe succumbs to the ardour of super-nerd 
Alex (Forrest Swanson). Wah darkness closing їп, one question 
remains... how many deaths will we get to see in the murky day- 
for-night photography? 

‘es, ts cookie-cutter time again. А “two years earlier” 
prologue, clam synth sors, tacky performances, a creepy old 
gardener.. no doubt about й, 70 АЙ а Goodnight sets uis stall at 
the cheap end of Slashervile, The собст Chrismas Sorority- 
House sctng is pilfered wholesale from Bob Clark's superior 
Black Chrisman, and much of what passes for a denouement is 
nickel from Friday the ТЗН, To be fai, the kiler Santa arrives well 
in advance of the toner known Sent Night. Deadly Night (1984), 
and may even have prelate Lewis Jackson's Chrismas Evil 
(made te same yonr). But originality is pot the major consider- 
tion: visseral kicks are what matter, Sod 1o say, actor-tumed- 
director David Hess — who gave us one of the Screens most electri- 
Jing killers as Krug in The Last House on the Left = fails t bring 
his personal intensity as a performer to his role behind the camera. 

3 expectations aside, you can still get your jolies laughing 
st bowlers in the script from “Bless whoever hull that airstrip 
When help arrive, to “J ind go get a Kleenex” as a prelude to 
{ting killed. A kitchen floor smeared with blood is dismissed with 
ıa curt “Ralph probably си himself wih бе shears” = and best of 
NL afier Ralph is found dead and two more of the party disappear, 
Someone says, "Jun hecne weird Ralph go himself murdered 
does! meam anything y happened to the overs.” Top class rubbish 
‘hat dear old Ed Wood might have dreamed up, if he'd ever tumed 
his hand o the slasher реше... 

As for the violence, though. И certainly isn't what you'd expect 
боп the man who carved his name into n screaming is throat in 
The Last House on the Left. The killings ме okay, but they don't 
ke the A-list: there's a crossbow bolt through the back of he 
head, a decapitation by axe, n severed head screwed onto a shower- 
(ишт, and sundry stabbings and skll-bashings. There's even a 
double death у aeroplane propeller, but we desc it directly, 
just a splash of grue омо the fuselage. 

Bearing in mind its provenance, To АЙ a Goede ought to 
have trounced he opposition, hut itm ош o require э 
completist's devotion. If you're а lover of formulaic hack-and-slash 
‘movies, you'l probably get a mild kick out of this, Just the once, 
‘but ташт visis are unlikely: 


Made ín California- 


THE TOOLBOX MURDERS 
Dennis Donnelly (1977) 

"So. how does an L.A. producer in disco-land 1977 come to 
make a Killing with a sordid itle (йт like The Toolbox Murs, 
thre long years before Paramount Studios “smelled the glove’ and 
snapped up Frid the 130? Well, jobbing producer Tony DiDio 
noticed that The Texas Chain Sow Маале was hack in entr 
enjoying a second bite of the chery in 1977. As he knew Chain 
‘Sas distributors, he asked them bow come the film was being re- 
released so soon. “Low-budget horror, even second-time-round. is 
тоосу in the bank, they explained, зо DiDio put out feelers fra 
writer and director who could deliver another graphically volent 
casbeon. He arranged а serecing of Chan Saw for writers 
Robert Easter and Ann Kindberg, and young TV director Dennis 
Donnelly, teling hem to come up with something that would 
compete in the graphic horror market. The result is certainly 
‘olen, although Toolbox couldnt be more different to Chain Sa 


Nightmare USA 


dicen days inthe summer of 1977 for $165.00, 
se Sherman Way and Van Owen Stet, Los Angeles, The To 


эт в quintessential exploitation, with a first act dul delivers 
explicit jolt. The image fa balaclava-clad killer beflinga 
cal tobe bas an archetypal quali ripped dipping ed fom 
g's collective psyche. I we've never actually read about a 
IS gsi а toolbox rom ЫП 1o КШ, we feel as if we have The 
cer scenes echo Tod Bundy, as the killer roams an apariment 
Block with a variety of murder weapons (hammer, serewdrivet, 
peefiuring the reativa killing mayhem of the Frida he 
cres The Тобок Murders, with it trashy and vicious ad 
reign, could have been the ultimate urbant horror fick — except 
thi act that slows the pace to ca. The toolbox nastiness 
tske place ia the first reel, leaving, shall we say, the more papel 
wot aspects of the film to drag on and on. Cameron Mitchell is 
ziven his head to play his scenes interminably: singing. scking a 


ipo, raning hamming tup and no doub having a whale of a 
sow yea fan of this grizzled exploitation veteran, you be 
ig heaven, For everyone es, i's ike having a drunken relative 


prec the paniy. 
Feminist (and censors) have always found the movie's 
илише пай рна scene deeply problematic, and it's not res 
тїш. More а than ny other slasher scene 1 can think oit 
Combis softcore female nudity and hardcore violence in a very 
easy өзу. Futur porn маг Marianne Wi (aka Kelly Nichol) 
‘shown masturbating in the bath as the camera Jeers at ber suds- 
over boobs. Thanks partially to the actress's performance and 
grill to the style of filming, the scene feels drafted in from a 
lore pomo movie. Then, on cue with her orgasm, as if lo 
tase her pleasure, ib killer enters and stalks the naked waman 
brcugh her apartment, firing a пайдо. He comers the gir in her 
Bedroom where sbe kneels nude on the bel pleading for ber life, 
quivering in acquiescence. The camera simply ogles t this, and the 


Aene jacana cheesines, when dropped into such a brutal 
context, can give even seasoned exploitation horror viewers pause, 
alhough on closer inspection the victim has chosen to assume the 
Seductive position on the bed as а desperate play to persuade the 
sala not to kili er As the мик coldly const the 
horror with a country balad on the гай 

( ou") it will come as mo surprise ro anyone that the mails 
стеу hit their target, leaving the viewer to mull over one of 
‘he nastiest and уезде slayings in the genre: 

Associate producer Jack Kindberg, father of the films co- 
briter, went on to becom Presiden of Studio Operations amd 
Alinon at Sony Pictures Entertainment, thanks o 
Intervention of Tony DiDio, who first interested him in acquiring a 
studio property hack фе 1980s, Actress Pamely erin voiced 
the rath "Lacy Van 


Pret lad. Гт in love 


elt in Charlie Brown. 


Sade in California, 
vicrms 
Daniel DiSomma (1977) 
interview with Daniel DiSomma 
Made in California. 
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норм? 
її [Wiliam T.] Naud (1982) 
aka Мом! of Blood 
aka Scan Alive (Australian video title) 
This intermittently eccentric slasher tale has been largely 
ignored by fans. 1 wouldn't say I was waving a Пар for it bur is 


Noe tt ra rici 
ЧУ и бн ee i cn 
М enough пи. alongside the likes оГ Gradnanion Duy atleast Вања 


А group of actors and filmmakers go 
a director and producer, intending to rehearse a rock musical. But 
there's no chemistry between tb cast, b lead actress s opel 
the caterer is a grumpy psychotic, and the rock musicians who've 
been dial in 1o help are a Punch of callous assholes, Perhaps ir» 
Just as wel hat a killer is stalking te island. 

The firs thing to mention here i doe? film some xi 
siumming unclessly on an acoustic guitar when you're setting 
p the piot o your movie, Жоди? does so, and you сап feel 
the energy draining өш of the (т and pudding on the carpet. It 


ala het you can decide wha you're trying to achieve, and 
aei Sera био e r 
E E 


explains tor cast tha ey re doing something socially 
пода а roek musical about kids puüng on а show for 
ону. Th contrast betwen his cheesy project nd the masiy 
ert m чече actually watching ought have gered a bit 
more irony, b hac? ses he Wicks “Thee are p.p 
people ys be director abot à characters, but эрип Ron. 
ing hm Franklin Phe (I ot sure, but hn ha. 

Satie Naud ils 1o have much fun wit the premise. Irsa ems 

Shame because he notion afa tacky showbiz ipe being ا‎ пе ee 


Заре by а панос has ets of росны. something ain ПО 
Giese Michele Soav proved in his enjoyable debut, М) Мези 
Sare igh 1987) nie 
"ra real of i ue comedy, Whol? is extremely ا‎ 
unsteady on is feet in the first wey minutes Бе зери r 


эте D Dart 


Satirie bad filmmaking is maybe à tad ambitious fra movie 
at can barely get ош Of the startin 

barking up the wrong ree, Naud abandons satire after the first 
reel, аз the fim concentrates oo the simpler task of murdering йз 
teenage cannon-fodder. 

We aive i laser with» flourish that ought o be 
‘excruciating but actually helps to fix the movie in your mind: cach 
Killing is accompanied by a tape-recorded punk song (well, punk 
avin The Knack or The Dickies, at least), the choruses of which 

"Boll те! Boll me!” for victim's 
pool; "Spear Me! Spear 


sat. As if realising he's 


козун and boe 
One ol he озеп nastiest murderers pip 
Ne rad п Tha Toolbo Murders 


vary to match each demise: 
lungs into а superheated swim 
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ace ip iet This vcio Whodunit? cant 
S me так ay borger, 


Ме!” far a impalement; "Sav Me! Saw Ме!“ for... vell you get 
the ides, The rest of the score i by Jost Goldsmith, and it bears a 
distinct similarity to his music fr the clastic Steve Martin movie 
The Mam with Teo Brains, made a coupe of years later. 

The murders are sometimes impressive, my favourite being 
the one where the killer pipes battery acd into a shower-cubicle, 
giving à luckless hater a serious skin problem. However, the 
film's biggest Maw is that it faits to show all the killings directly 
Once you've showered a naked girl with battery Acid, what else 
ап you possibly be afraid of showing? If every murder in 
odit? was as grotesque and unpleasant a the acid o 
Would gladden the heart of slasher-fans everywhere. AS it 
mail-gun attack is promised ("Nail Me! Nail Mef") but ме only 
hear the пай» going in. Sure, we see the bloody aftermath, but 
if not quite the same, is if? 

Whodunis?”s characters ringe from ile cynics to out-and 
out morons interspersed with a few mild and mediocre girls, a 
forgettable hunk, and a Central Casting nerd (who at least made 
me laugh when he brandished a it candle at the suspected killer, 
saying “Stay voy. or ГИ burn you!") This lack of sympathetic 
Characters doesn't have to be а problem, but a bit more detail 
‘would have helped. One of the scrip best ideas is to make 
everyone so selfish and eynical that they all suspect each othcr. 
This could easily have been the saving grace of the film, but in 
the end the honour goes to that song, that damn song. which 
gusrante will be stuck in your mind's ear for days, And he 
runner-up, the notquite-saving grace? Wel, there's a final twist, 
one that it would be meun to reveal, which at least explains wby 
the actors were so bad in those carly scenes. 

Модон? was filmed at Dana Point, Orange County CA, and 
Paradise Cove, Los Angeles County: Richard D'Andres, who wrote 
Face to Face”, фе song that echoes he murders, was an ex-member 
‘of The Motels and The Know, the ater of which he formed with 
Blondie member Gary Valentine in 1978. By 1980, after iene 
extensively without scoring a deal, D'Andrea disbanded the group. 
His sonig on the film is ried to a group called Factor Four, but 
Fee been unable to discover any more about therm. 

Made in California. 


THE WITCH WHO CAME FROM THE SEA 
— Ман Cimber (1976) 

Before this, he only Matt Cimber film Г seen was Bue 
so imagine my surprise when The Witch Who Came from ihe Sea 
Turned ом to be опе of he strangest and most perversely beautiful 
horror бита of the seventies: I's a beguiling fantasy with a unique 
texture well beyond the more workaday levels of the genre, tbe 
жоп of movie you can watch several times and still remain unsure 
ofthe exact contents. Not because it's bad, or boring, but because 
the hazy, downbeat style twists your mind out of focus Cimber 
saturates his tale with an off-season seaside ambience, which, 
blended with the lead character's dreamy psychopathy. produces 
something extraordinary, 


Мону (Millie Perkins) lives near Santa Monica beach with ber 
‘older sister Cathy (Vanessa Brown). She looks after Todd (Jean 
Pierre Camps) and Tripoli (Mark Livingston), Cathy's children. The 
oy father has eft home, and Molly has become their Нер and 
chaperone, Although well ike at “The Boathouse’, the wateritont 
bar where she works for Long John (Lenny Chapman) and Doris 
(Peggy Feury), Molly exhibits some unsettling character traits. A 
апав obsessed with her absent father, whom she clams was lost 
at sea, she bie resents Cathy's dismissal of him as a no-good 
irunk. Meanwhile, Molly's relationships with men veer between 
adoration and rage, a conflict that soon turns to violence 

There's no point skirting the central theme of this film merely 
to avoid spoilers, as the viewer will suspect the truth very quickly 
The flashbacks revealing that Molly was abused by her father are 
nothing like twist we сап tell irom her fervent declarations af 
love that his wickedness has scarred her deeply. Witch is devoid of 
suspense and fails o ignite а а mystery; instead, it's the acting, 

e way the tale is told, that makes t special. 

Millie Perkins’s performance as Molly achieves a clarity that 
‘reaches into your mind and seriously creeps you ош. She's 
amazing ~ 1 would put her performance on a par with Susannah 
York in Images and Carol Kane in The Mafi Cage Her strained, 
риши face conveys Molly's dual Ме perfectly. We can see that he 
tide of her fantasies will never wash away her uma 

Of course this is а horror fiim, not simply a psychological 
portrait: what's mare, k's a home film that found its way onto the 

ned lis in the UK back in 1984. So what makes The Winch I 
Came from he Sea so shocking and objectionable? 1 suppose it 
cores dowen tote *c'-word. Мо, not that ane (although it does 
spring from the lips of a couple of unpleasant male characters). 1 
menn asin castration, "Боп! say that word!” begs Woody 
Allen in Bananas, and he's right — for most men, the syllables 
themselves are enough to set the nerves on edge. Molly seduces 
two hulking American Football players, one white, one black, ints a 
threesome; but this is 10 be no Premicr-league “бт 
sesion. After the men have smoked some powerful grass, Molly 
риу ties their wrists and ankles to the bed, The black player is 
жо stoned he falls asleep t this poink leaving his team-mat to fend 
IF Molly with just one leg untied To no avail: Melly gags him 
th emerges from the bathroom with a razorblade, before moving 
between his legs for a long leisurely hack-and-stash session. 

‘Gulp. Cimber has sprung this horrorshow on his audience 
quie suddenly o suddenly. in fact, that for a while we think it 
may all have been Molly's fantasy; Just as earlier, while watching 
two muselemen working ош on the beach, she daydreamed they 
were urung up mulated from their exercise apparatus. The 
Castration sequence, heavily reverbed in а way hat suggests either 
rug dislocation or fantasy. is wedged imo the middle of a scene 
in which Molly argues with her sister. After the footballers have 
teen, shall we say elated, we return to the same argument, as 
i the castration scene in its entirety happened somewhere out of 
time K's only later, when Molly is with Long John at the bar, that 
a ews repont confirms the кану 

Motifs relating to Molly's fantasy Ше are subtle and well- 
integrated; for instance, her obsessional belief that her father 
sailed out to sea and never retumed makes sense when, in 
Aashback, we're shown the painting of a sailing ship hung above 
the child's bed. Her fantasies of daddy disappearing іно the ocean 
ae rooted in the childs attempt to shut out rape by staring into 
the painting: Her obsession with mermaids, women of the sea, 
takes on extra significance afler а discussion at a pany. Staring 
арду a reproduction of Bottcll's Venus, she enquires as 10 
the meaning of the picture, The host, McPeak (бооп Morgan). 
etls her that Venus was born when her father (Ouranos) was 
castrated (by his son, tur) and his testicles thrown in the 
ocean, from whence hey inseminated the sea. (Amusingly, he 
predatory but shallow MePeak tells Molly that he leamed this 
пораст of mythology rom his chauffeur) Moll later muses on 
the nature of mermaids, recounting the notion that mermaids" tails 
жае split in rwo to make legs. This image, of the rending of the 
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Ayoung woman's. 
nightmare of incest 
and castration. 


DA БИС 


THE SY 


udi 


mermaids wholeness to create а woman, mirrors Molly's fte ar 
the hands of her father, a child torn open and forced into sexual 
knowledge. When Molly has a tatoo of a mermaid inscribed on 
her stomach, she insists to the tattooist that he he careful to get the 


EW 


placement just right, the fins not to close to her crotch, 
Хайа the symbolism of unsullied maidenhood. (The 
mermaid is, “An Eve figure overlaid with the cul of the Virgin, а 
sealed vessel enclosing ether sexual temptation or sexual virtue, 

т some paradoxical and potent mixture of be vo." as 
Carol Shields puts t in her book The Republic of Love) In 
Molly's mind these myths entangle, until they seem to demand 
that the birth of a mermaid requires the castration of the father, 
Late when Molly kills and castrates McPeak, she massages her 
breasts with his blood; her mermaid ato is visible undemeath. 
(With wonderful economy, sbe later explains the bloodstains o 
Long John as blood from the tatoo incl.) 

To keep castration in our thoughts throughout the film, the 

script employs an evereecurting theme of razors and shaving 
Molly sees a TV commercial featuring a male model having a shave 
эд espousing the wonders of the blade. The razor kilin 


after tbe first ofthese TV commercials, (“Turn om your elevis 


а ind ош whats happening in the real ord "she says st one 
poit) The link between TV and murder ivt causal 
‘everything seems to fit together in Molly's bed: images from the 
‘each, images from TV, her own vengeful fantasies, all approaching 
a sinister confluence that leads inexorably to the гало рх 
Headache сап sire at ary time. but aay seem to come 
wrong moment,” says a TV commercial, afer Molly has 
fallin e man in the razor adve inviting her to slice him 
from his throat to "He ports thar you won 
With the exception of Long John and the two boys, men are 
depicted unflateringly. The footballers are initially just ее 
Jocks indulging the unthinking arrogance of their breed. rs when 
Molly strays from the script of thcir threesome that one of them 
ises the other "e word, exposing brite misogyny behind the 
casual chauvinism. Billy Batt (Rick Jason), а selt-obiesed actor. 
uses the “e” word too, im a way that underlines his таму streak: 
‘One of the film's most powerful scenes is Molly's attack on Ban 
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in his bedroom, during a party duction that poes awry. Provoked 
by a sry remark she hurls herself at him, attempting to bite his 
penis and then breaking the bones in his hand, After a brief 
xchange during which Batt realises that Molly is quite insane, 


there's another clumsy, agonised scuffle at the door of the 


bedroom, which propels Molly into a living room packed with 
media and showbiz hangers-on, Ban stands in tbe doorway 
nursing his bleeding hand, while Molly stumps silently to the 
‘carpet. To the guest И looks as if Ratt has assaulted her 


However, instead of explaining the truth, he withdraws back to his 
bedroom, fully aware of the misunderstanding but preferring o be 


жез as а bully rather than a victim 


Molly tries to avoid saying anything that will damage Todd 
snd Tripoli perception of heir ‘role models’ be footballers she 
has castrated. Something of her “innocence” is preserved by this 
contradiction, which is obviously intended to maintain our 
Sympathy far the character — one of the few heavy-handed i 
in е film. Ви sympathy or otherwise, Molly sc dels 
ot without price in the lives of those she cherishes. in a chilling 


ches 


Scene, Todd and Tripoli react with venom when their mother says 
Molly is a kiler. Molly's self-deception has caused a ripple: just as 
she was unable to foce the truth about her wicked father, now the 
boys are unable to countenance the truth about her. As they stare 
coy at their sobbing mother, we see in their hatred the negative 
impact of Molly's fantasies 


The ending has an anii-avthoritarian slant: Doris and Long. 


кёл (A pirate. says Molly, “he kos 


Zive the murderess a final, loving send-off without alerting the 
police, even though they know what she has done. Together wil 
"he boys, they form a surrogate family around ће 

final scenes with а romantic ‘band of 


enveloping the 
sie fantasy Cimber 
ligas himself with them: the last shot, aking Long John's point of 
‘ew looks out at the approaching police through the fux-ponole 
in the barroom door. 


The Wich Who Came from the Sea Socis hewn from е nih 
conventions, private патат, drifts and sways lie 


Seaweed like thoughts in a cannabis fogue. The structural timber of 


"be borrar penre is cast adri. Horror, overt horror at leat, is 
concentrate in the carly part of the fm, and what follows js a sad. 
Sleepy tidal shift imo psychological portraiture, Imagery and allusion 
are uppermost in tbe lanier half, and a first late-night viewing ofthe 
fim тау yield nothing the morning afler except a few mages and 3 
morbid afterglow: The movie changes the metabolism of is genre; 
the scares ие obligue, the overall tone languid. Matt Cimber w 

he deride, four or five years Ше, when his Pia Zadora vehicle 
Вине Wi tbe ктеп. 1 rather enjoyed that one too, bt The Witch 


Who Came from the Sea is in another league; a genre masterpiece 
deserving of a much higher profile. 

Mat Cimber's ist film Single Room Ридо 
then wife Jayne Mansfield in 
stages of the same character). Mansfield died before the film could 
be completed, on 29 June. 1967 


stares his 


rate serious role (she plays three 


Cimber completed i with 
footage featuring the supporting cant, Witch was shot by Dean 
‘Condy and written by the wrterdiretor of Angel, Angel Down 
Je Go, Rober Thom, who died in 1979. On ihe production side, 
line producer Jefferson Richard, who worked оп several Cimber 
fims including The Block 6 anû The Candy Tangerine Man, was 
production supervisor on а, Harem Keeper of he Ol She 
co-producer of Maniac Cop and the writerldineetor of Berserker 
(1987), Mille Perkins, the lead actress, went on to a varied career, 
genre in 1994 to appear in the Bran Yuzma 


is played by Go 
John Carpenter films including The Fog and They Lie. He was 
also, like fellow cast-member Stafford Morgan in Bill Rebane’s 
The Alpha Incident (1977) = Flower played the railway guard and 
Morgan was Dr. Sorensen, the government man. Flower also 
played Binz, the sleazy, ingratiating doctor in charge of medical 
experiments in а. She Hof he SS. 


the Lovecraft anthology fiim Necronomicon. The cop 


ng “Buck” Flower, who's appeared in several 
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An Exploitation 
Independent Checklist 


Horror, 1970-1985 
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Tie ny cf бе dependen tag, | have note the peodocto company. Vea of production n draven, where possible, fom he film ibl. 

Uc чыда go teint alas ong agni included teatral co-productions Thee ac few tacked away here, in cases where he definitions were particularly ambiguous, but in general 
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Nightmare USA: Volume 2 


Hundreds wore exploitation cinema items on sale online at: 


www.fabpress.com 


or write for our free mail-order list +o: 
FAB Press, 7 Farleigh, Ramsden Road, Godalming, Surrey, GU ТОЕ, England, UK 


www.fabpress.com 


Ue ny f these cards, PayPal 1 shep. 
on at woafabpress.com any ine! 


shor of Beyond Terror: The Films of 

/ The Eyeball Compendium (both 

р d by F н aiso contributed to Art of 
Darkness: The Cinema of Dario Argento (ed. Chris Gallant) 
nd Ten Years of Terror: British Horror Films of the 19705. 


4h of which an 


The ВЕ! Companion to Horror 
No Focus: Punk on Film (eds: Chis 


А Kaleidoscopic Journey Through the Heyday of Horror and Exploitation Cinema in America! 


Between 1970 and 1985, American exploitation movies went berserk. With censorship relaxed. and the gate to excess 
wide open. horror - the exploitation genre par excellence - offered a vibrant alternative to the mainstream of American cinema. 
Luray tiled wonders like The Headless Eyes. Scream Bloody Murder and Hitch Hike to Ней were everywhere. from the deive-ins 
‘of Texas to the grindhouses of New York, touting a combination of mind-hruising violence, weird sex and drug-soaked delirium 
Massively popular around the world, American exploitation movies added immensely о the richness of the nation's cinema, 
bul they have remained seriously underexposed in most studies of American fim. Until now. 


Вий on five years of research, Nightmare USA explores the development of America's subterra 


nean horror fim industry. 
in the process spotlighting some of the wildest fims imaginable from an era unchecked by notions of ‘good taste. 
Ranging from cult favourites like | Drink Your Blood to stylish mind-bendors like Messiah of Evil and ulira-violent shockers ike 
Don't Go in the House, Nightmare USA goes where no other in-depth study has gone before. revealing the fascinating 
true stories behind classics and obscures alike. Stephen Thrower, author of Beyond Terror, the definitive book on italian gore maestro 
Lucio Fulci, has explored the attics and cellars of American cinema, delved beneath the floorboards, peered between the walls, searching 
dor the strangest, most exotic cine-ifeforms... Nightmare USA is the reader's quide to what lies beyond the mainstream of American horror 
dispelling the shadows lo meet the men and women behind fileen years of screen terror: the Exploitation Independents! 


In-depth exclusive interviews with twenty five cult filmmakers, many of whom are discussing their work for the first time ever in pa 
Over 175 individual fims reviewed, with full cast and crew credits 


Vast quantities of previously unpublished stils, posters, and behind-the-scenes photographs from the filmmakers” own collections. 


www.fabpress.com 
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